Tradition and innovation in the piano works of Portuguese composer António Fragoso (1897–1918) by Andrade, Maria Ines
Boston University
OpenBU http://open.bu.edu
Theses & Dissertations Boston University Theses & Dissertations
2018
Tradition and innovation in the



















TRADITION AND INNOVATION IN THE PIANO WORKS  
 










MARIA INÊS ANDRADE 
 
B.M., Escola Superior de Música de Lisboa, Portugal, 2010 
M.M., Escola Superior de Música de Lisboa, Portugal, 2013 







Submitted in partial fulfillment of the 
 
requirements for the degree of 
 







































© 2018 by 
 MARIA INÊS ANDRADE 









First Reader   
 David Kopp, Ph.D. 





Second Reader   
 Ketty Nez, Ph.D. 





Third Reader   
 Pavel Nersessian, D.M.A. 










Music is the art that, being of divine origin,  
makes us ascend to the high ranges of the Mystery; 
 the one that better translates the emotions of our soul and,  
therefore, better makes us understand the most extraordinary  
wonder which inhabits the Orb - Love! 
 
Music and Love  
by António Fragoso, 1918 
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TRADITION AND INNOVATION IN THE PIANO WORKS OF 
PORTUGUESE COMPOSER ANTÓNIO FRAGOSO (1897–1918) 
MARIA INÊS ANDRADE 
Boston University College of Fine Arts, 2018 




Portuguese composer, pianist, and writer António Fragoso (1897–1918) lived in 
Portugal at the turn of the twentieth century, during the last years of the monarchy and the 
beginning of the First Republic. Born in the small village of Pocariça in 1897, Fragoso 
moved to Lisbon in 1914, where he studied at the Lisbon National Conservatory. Although 
the Lisbon Conservatory was still a conservative institution at that time, Fragoso fought to 
introduce modernist elements into his works. Influenced by Romantic composers Chopin 
and Schumann, as well as his contemporaries Debussy and Rachmaninov, among others, 
Fragoso’s music contains a sophisticated blend of tradition and innovation. The sounds and 
colors of Pocariça inspired Fragoso's contemplative and nostalgic but passionate music, 
and a Portuguese melos hovers over all of his compositions. As he was a pianist himself, 
Fragoso’s oeuvre includes mostly piano works, chamber music with piano, and songs for 
voice and piano. He also wrote a collection of short stories that has never been published. 
In October 1918, when he was about to go to Paris to study composition, Fragoso fell 
victim to the Spanish Flu and died at the very young age of 21.  
This dissertation describes Fragoso’s musical style and places it within the early 
twentieth-century European musical scene. The first part of the dissertation includes a 
	  	   x 
sociocultural history of Portugal during Fragoso’s lifetime as well as Fragoso’s biography. 
The second part presents a detailed analysis of three piano pieces written in different years: 
Três Mazurcas (1914), Petite Suite (1915), and Nocturno in D-flat major (1917). The 
analysis includes a description of Fragoso’s compositional style and shows how it changed 
and evolved over the course of his very short life. The last chapter contains a critical edition 
of these three pieces that proposes solutions for the discrepancies between the manuscripts 
and their previously published editions. With this project, I intend to disseminate Fragoso’s 
music and encourage more frequent performances of his works, helping his name and his 
music to gain the recognition they deserve. 
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I heard about António Fragoso for the first time in 2003, when I was thirteen. I was 
in my first year of studies at the Lisbon National Conservatory and my piano teacher, Ana 
Valente, gave me the Prelúdio from Fragoso’s Petite Suite to perform at my first exam 
there. I grew very attached to his piano works, which I first heard in an album performed 
by pianist Miguel Henriques, who then was my piano teacher during my bachelor and 
master’s degrees in Lisbon.  
A few years ago, I was surprised to find out that, although a few books and articles 
had been written about Fragoso’s life and works, there were no detailed and comprehensive 
studies on his musical language. Furthermore, I noticed that some of his works had never 
been published, and the ones that were published contained many inaccuracies when 
compared to the manuscripts.  
This dissertation describes Fragoso’s musical style and places it within the early 
twentieth-century European musical scene. The first part of the dissertation includes a 
sociocultural history of Portugal during Fragoso’s lifetime as well as a discussion of 
Fragoso’s biography. The second part presents a detailed analysis of three piano pieces 
written in different years: Três Mazurcas (1914), Petite Suite (1915), and Nocturno in  
D-flat major (1917). The analysis includes a description of Fragoso’s compositional style 
and shows how it changed and evolved over the course of his very short life. The last 
chapter contains a critical edition of these three pieces that proposes solutions for the 
discrepancies between the manuscripts and their previously published editions. With this 
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dissertation, I intend to disseminate Fragoso’s music and encourage more frequent 
performances of his works, helping his name and his music to gain the recognition they 
deserve. 
My research for this dissertation included, among other works, the study of 
Leonardo Jorge’s book António Fragoso: Um Génio Feito Saudade, the articles included 
in António Fragoso e o Seu Tempo, Margarida Prates’s thesis O Espólio do Compositor 
António Fragoso, and Barbara Aniello’s António Fragoso: Uma Nova Biografia, which 
will be published in 2018.  
In order to analyze Fragoso’s music in an accurate way, I used mainly primary 
sources. I have studied Fragoso’s manuscripts and copies of his music made by his father 
Viriato Fragoso, as well as his correspondence and short stories. Furthermore, I traveled to 
Pocariça a few times, visited the house where Fragoso and his family lived, and interviewed 
his nephew Eduardo Fragoso, president of the António Fragoso Association.  
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CHAPTER ONE: SOCIO-CULTURAL CONTEXT 
	  
Portugal at the turn of the twentieth century1 
	  
António de Lima Fragoso was born in Pocariça, Portugal on June 17, 1897, during 
the reign of Dom Carlos I (1889–1908). When Fragoso died, on October 13, 1918, Portugal 
was already a Republic, led by President Sidónio Pais (1917–1918). 
Fragoso was born during a time in Portugal that historian Yves Léonard 
characterizes as a country in crisis in search for a solution: 
At the end of the nineteenth century, Portugal faced a generalized political, 
economic, and financial crisis. The population barely reached five million 
inhabitants, and only 15% of them lived in the cities. Despite strong growth from 
1870, Lisbon, the capital, had only 350 thousand inhabitants. Illiteracy affected 
about 80% of the population. Only 15% of children between the ages of 5 and 15 
attended school in the approximately 4500 public schools scattered throughout the 
territory, because public education had not been mandatory since 1835. Poverty 
forced thousands of people to emigrate every year, especially to Brazil.2 
  
The centuries-old monarchy (1143–1910), with its successive governments (a 
system called rotativismo),3 was not able to change the situation. In response, new political 
and social ideas began to emerge from other sources: the republican movement, the 
socialist party, and the new secret associations from countries like Italy and Great Britain 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
1 In this chapter and in the following chapters, unless otherwise indicated, all translations 
from sources in Portuguese, French, and Italian were made by the author.  
2 Yves Léonard, História do Portugal Contemporâneo de 1890 aos Nossos Dias (Lisbon: 
Objectiva, 2017), 25. 
3 Rotativismo was the designation given to the system in which two parties become stronger 
than the rest, and systematically alternate governance between them. This system prevailed 
in Portugal during the second half of the nineteenth century, and was characterized by the 
alternation in power of the two great political parties of the center-right and center-left, the 
Partido Regenerador, and the Partido Progressista, respectively. 
	  	  
4 
– the Carbonária and the Masonry.  
In a first phase, republicans sought to extend fundamental rights and create the 
cultural infrastructures necessary for the practice of citizenship.4 Everything that could 
contribute to the weakening of the monarchy was brought to public attention, as the 
monarchy was seen as the cause of all evils. Republicans fought for a formal democracy 
based on universal suffrage, free expression of thought, and separation between church and 
state.5  
The Questão Coimbrã6 that emerged in 1865 served the interests of the republicans, 
stressing the ideas of the Seventies Generation (Geração de 70), a group of writers and 
politicians who fought for the spread of new social and political ideas, among whom were 
Antero de Quental, Teófilo Braga and Eça de Queirós.7 Years later, the so-called 
"Democratic Conferences" (also known as "Casino Conferences" because they took place 
at the Lisbon Casino), demonstrated once again the disillusionment of a growing number 
of citizens with the monarchy and the politicians of that time. These famous conferences 
were promoted in 1871 by those involved in the Seventies Generation. They began a real 
opposition to the institutions and the established bourgeoisie.8  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
4 Fernando Catroga, O Republicanismo em Portugal, da Formação ao 5 de Outubro de 
1910 2nd ed. (Lisbon: Editorial Notícias, 2000), 57. 
5 Manuel Roque de Azevedo (preface) quoted in Teófilo Braga, A História das Ideias 
Republicanas em Portugal (Lisbon: Nova Veja, 2010). 
6 This was a literary polemic that articulated the opposition of the various members of the 
Seventies Generation, bearers of new European ideas (realism and naturalism), to its 
cultural predecessors, the carriers of outdated Romantic ideals. 
7 Maria Cândida Proença, Uma História Concisa de Portugal (Lisbon: Temas e Debates, 
2015), 587. 
8 Oliveira Marques, História de Portugal, volume 2 (Lisbon: Palas Editores, 1976), 105.	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The “Democratic Conferences” created an opportune space to reflect on and present 
critical ideas that stimulated a change of thought in the ruling class. The intellectuals who 
were involved in these conferences denounced the inability of Portuguese elites to promote 
economic and social modernization as well as political democratization. They called for 
the development of the school system, the extension of suffrage, the decentralization of the 
administration, and the limitation of the church in society. The first five conferences were 
presented by Antero de Quental, Augusto Soromenho, Eça de Queirós, and Adolfo Coelho. 
When a sixth conference led by Solomon Saragga was announced for June 26, 1871, a 
message placed at the casino's door by the Kingdom Minister, the Duke of Ávila and 
Bolonha, outlawed further conferences. This further fanned the discontent of all those who 
advocated the overthrow of the monarchy and the rise of the Republic.9 
The 1890 British Ultimatum, a memorandum	  sent to the Portuguese Government 
by Lord Salisbury on January 11, 1890, forced Portugal to abandon an old dream: an east-
west land connection between Angola and Mozambique. Britain, on the other hand, had 
sought a railway link from northern to southern Africa, from Cairo to Cape Town. With 
this ultimatum, Great Britain claimed some territories that had been treated as Portuguese 
for centuries. This capitulation further increased the discontent of the Portuguese towards 
the monarchy, leading to a violent wave of protests against the government and the King, 
whom protestors accused of failing to protect national interests. The Republican Party 
participated actively in the protests and took the opportunity to change its strategy. Its goal 
was now to promote the disaggregation of the Monarchic parties and the growth of the 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
9 Léonard, História do Portugal Contemporâneo, 31. 
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Republican Party.10  
One of the reactions to this situation was promoted by Alfredo Keil (1850–1907), 
a musician and painter of German origin, and Henrique Lopes de Mendonça (1856–1931), 
who composed the music and the lyrics of A Portuguesa, which, in 1911, was chosen as 
the Portuguese national anthem. The publication of A Portuguesa came about 
spontaneously, although its political significance as a patriotic song was soon evident, with 
a melody that evokes the most characteristic Portuguese songs and hymns. The poetry is 
elevated and no less patriotic. Its verses allude to Portugal’s past glories, such as those 
achieved by daring navigators and victorious warriors, and emphasize that one must not 
forget the past since it provides encouragement for the present.11  
The first republican revolt occurred in Porto in 1891. Eça de Queirós reacted to it 
in a letter to a friend: "I believe that Portugal is over. Just writing this brings tears to my 
eyes. It is almost certain to me that the disappearance of the kingdom will be the great 
tragedy of the end of the century.”12  
After the English Ultimatum, the situation in Portugal deteriorated. The crisis 
became more pronounced every day. It manifested itself politically, economically, and 
financially with a continuous increase of the public debt. The insecurity of the government 
led to a continuous weakening of the monarchy and an increase in power for the republicans 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
10 Maria Cândida Proença, Uma História Concisa de Portugal (Lisbon: Temas e Debates: 
2015), 593–597.	  
11 “A Portuguesa,” (21 March 1980): 68, quoted in Teresa Cascudo, “A Década da 
Invenção de Portugal na Música Erudita,” Revista Portuguesa de Musicologia, no. 10, 
(Lisboa, 2000), 217. 
12 Eça de Queirós, “Correspondência,” volume II (1983): 172, quoted in Yves Léonard, 
História do Portugal Contemporâneo (Lisbon: Objectiva, 2017), 40. 
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and members of the Masonry and Carbonária, who wanted to abrogate the current regime. 
On February 1, 1908, King Dom Carlos and his heir Dom Luís Filipe were 
assassinated by members of the Carbonária. It was becoming very difficult to maintain the 
monarchy. In 1909 the Tenth Republican Congress was held in the city of Setúbal. João 
Chagas wrote to the Congress, "It is paramount to recognize a revolution as necessary and 
urgent. The revolution is not necessary to the revolutionaries, but to the nation. It is not the 
revolutionaries who are in a hurry. It is the nation that cannot wait.”13 The Congress then 
elected a committee that, considering the current circumstances, was the repository of the 
last hopes to save the country from the crisis.  
The revolution was victorious. On the morning of October 5, 1910, the Republic 
was proclaimed at the Lisbon City Hall. The Provisional Government of the Portuguese 
Republic, the second one in Europe, was announced by the voice of José Relvas.  
Eusébio Leão, the new Civil Governor, delivered the following message in Lisbon:  
Order and work is the motto of the country liberated by the Republic. We ask all 
citizens of Lisbon to be the first to maintain public tranquility. We ask that you 
respect all foreign people and properties, and all Portuguese people and properties, 
regardless of their social classes, professions, and political opinions.14  
 
The republicans introduced major changes right away. The new government 
program included the right to strike, a university reform, an army reorganization, the 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
13 João Chagas, “Cartas Políticas, no. 19 – Carta ao Congresso de Setúbal ao reunir-se para 
eleger o último Diretório do Partido Republicano Português, (1909): 300–301, quoted in 
Albérico Afonso, “O Republicanismo entre a Revolução e a Ordem,” Congresso 
Republicano de Setúbal (Setúbal: RESIGET Comunicação e Artes Gráficas da Região de 
Setúbal, 2009), 63–64. 
14 “A República Portuguesa, Pátria e Liberdade, Governo Civil de Lisboa ao Povo” (5 
October, 1910), 1, quoted in Ana Paula Pires As Letras de uma Revolução: A Implantação 
da República em Portugal a 5 de outubro de 1910 vol. 61 (Rio de Janeiro, 2017), 351. 
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development of public assistance, and greater autonomy to the overseas provinces. The 
government also approved a constitution, a national anthem (A Portuguesa), a national 
currency (the escudo), and a new national flag (red and green). Nevertheless, it was religion 
that created the most friction and misunderstanding. Republicans had always promoted the 
secularization of Portuguese society as a priority and a remedy for the nation. They did 
what the Marquês de Pombal (1699–1782) had already done in 1759: expel the Jesuits and 
extinguish the religious orders. As a consequence, the new republic abolished religious 
holidays, forbade the teaching of a Christian doctrine at school, and closed the College of 
Theology of the University of Coimbra. However, the greatest controversy in this area was 
the Law of Separation of the State and Church that instituted, for the first time in Portugal, 
a thorough separation of the Catholic Church from political power. The church was 
expropriated of its assets, and the clergy became employed by the State. The Constitution 
of 1911 established a secular state, promoted neutral teaching on religious matters, and 
prohibited religious orders to establish themselves in Portugal.15  
The early years of the Republic were not easy. Republicans quickly began to feel 
that each new leader brought different ideals, and the parties multiplied: Partido 
Republicano Evolucionista, Partido da União Republicana, Partido Democrático, among 
others. Governments changed quickly, and the problems remained unresolved. The 
economic crisis persisted, agriculture remained unchanged, and the population, without job 
opportunities, continued to emigrate.16  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
15 Rui Ramos, História de Portugal (Lisbon: A Esfera dos Livros, 1989), 586. 	  
16 Léonard, História do Portugal Contemporâneo, 56. 
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In 1914, the First World War broke out between two opposing alliances: the Allies 
and the Central Powers. The first group included Britain, France and the Russian Empire, 
which were later joined by Italy, Romania, Portugal, and the United States of America. The 
other group included Germany, the Austro-Hungarian Empire, the Turkish-Ottoman 
Empire, and Bulgaria. 
Portugal was threatened regarding its presence in Africa, particularly in Angola and 
Mozambique, lands that both Germany and Great Britain coveted. The fear that the 
Portuguese colonies could serve as a currency of exchange between the conflicting powers 
led Portugal to become involved in the European front during the First World War. 
Several republican factions defended the Portuguese participation in the European 
front of the war. Other diplomatic issues were also taken into account. The main event that 
spurred Portugal to enter the war occurred in 1916. At the request of Great Britain, Portugal 
seized German ships that were in the Portuguese ports. Germany then declared war on 
Portugal. In 1917, the first contingent left for the battle front, and, in 1918, Portugal 
suffered a severe setback in the battle of La Lys. On November 11, 1918, the war ended, 
leaving a general displeasure in the Portuguese population. This dissatisfaction spawned 
popular revolts and a strong climate of instability that gave origin to a new revolution.  
In the same year, before the War had finished, the Spanish Flu outbreak reached 
Portugal. The 1918 Spanish Flu was one of the deadliest natural disasters in human history. 
Some unusual features of this pandemic were that it provoked widespread mortality, deaths 
occurred rapidly after the appearance of the first symptoms, and the majority of the victims 
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were young adults.17 In Portugal, a country with five million people, the Spanish Flu killed 
more than one hundred thousand people in less than a year, and another hundred thousand 
died in that same year as a result of a shortage of food, a consequence of the war. The 
highest number of deaths from the Spanish Flu occurred during the month of October. The 
epidemic began to recede during the month of November.18 It was, in fact, the Spanish Flu 
that killed António Fragoso, three of his siblings, two cousins, and some friends, all within 
a short period of time.  
 
Musical life in Lisbon 
 
 From a young age, António Fragoso studied piano and solfège in his hometown of 
Pocariça and later on in Porto. However, it was only in Lisbon, where he studied at the 
Nacional Conservatory from 1914 to 1918, that he was affiliated with a musical institution 
and had the opportunity to live in a city that exposed him to a busy cultural life.  
 Following the foundation of the Paris Conservatory in 1795, music education had 
regained a new prevalence throughout Europe. Portugal was no exception. Although the 
movement took a few decades to reach Portugal, the Music Conservatory19 was ultimately 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
17 Anton Erkoreka, “The Spanish Influenza Pandemic in Occidental Europe (1918–1920) 
and Victim Age.” Influenza and Other Respiratory Viruses 4.2 (2010): 81–89. PMC. Web. 
21 Apr. 2018, 81. 
18 Ibid., 84.	  
19 The Lisbon National Conservatory has had many names and organizational models since 
its first nomenclature, Conservatório de Música da Casa Pia, in 1935, until its current 
designation as Escola Artística de Música do Conservatório Nacional. Nevertheless, the 
school has been located in the same building at Rua dos Caetanos since 1837.    
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founded in 1835, directed by João Domingos Bomtempo.20   
 Until 1834, an important part of music education is Lisbon happened at the 
Seminário da Patriarcal, a Catholic institution whose focus was to prepare musicians for 
the performance of sacred music.21 When the Music Conservatory was founded, it hired 
faculty who had taught at the Seminário da Patriarcal. As a result, this new institution was 
still very conservative and did not provide a satisfactory learning experience to its students, 
who sought further studies abroad: 
Although it was, throughout the nineteenth century, the only public music school 
in our country, the Conservatory was not able to provide his students with a solid 
music education, regarding both music theory and performance, which forced many 
of our instrumentalists to further their studies abroad.22 
  
 The quality of the Conservatory program improved significantly during the next 
decades. Older teachers who had come from the obsolete Seminário da Patricarcal retired, 
and the institution was able to hire new faculty, some of whom had studied abroad and 
brought new ideas to the Conservatory and into Lisbon’s musical scene.23 Nevertheless, in 
the field of composition, the curriculum was still very basic and outdated; it was only at 
the turn of the twentieth century that composers started to seek a more solid foundation 
abroad.24 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
20João Domingos Bomtempo (1775–1842) was a Portuguese pianist, composer, and 
conductor. A friend of Muzio Clementi, Bomtempo studied and developed his career in 
Paris and London, until he resettled in Lisbon in 1820. 
21 Manuel Brito and Luísa Cymbron, História da Música Portuguesa (Lisbon: 
Universidade Aberta, 1992), 144. 
22 Ibid., 146.	  
23 João de Freitas Branco, História da Música Portuguesa, 4th ed. (Mem-Martins: 
Publicações Europa América, 2005), 292. 
24 Brito and Cymbron, História da Música Portuguesa, 146. 
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 Another significant musical institution was founded in Lisbon in 1884: the 
Academia dos Amadores de Música. This private school functioned as a conservatory, and 
its faculty included renowned names in the Portuguese music world, most of whom had 
studied in Germany. The Academia dos Amadores de Música also started an orchestra, 
which was committed to promoting nineteenth-century instrumental music. 
 At the end of the nineteenth century, Miguel Ângelo Lambertini25 invited 
distinguished orchestras such as the Berlin Philharmonic and the Munich Philharmonic, as 
well as musicians such as Pablo Sarasate and Anton Rubinstein, to perform in Lisbon.26 In 
1906, Lambertini also tried to create an orchestra, but his efforts were in vain. It was only 
after the imposition of the republic that two new orchestras succeeded: the Orchestra 
Sinfónica Portuguesa, directed by Pedro Blanch, and the Orquestra Sinfónica de Lisboa, 
directed by David de Sousa.27  
 The concert series presented by these two orchestras, together with concerts 
organized at the Conservatory and at the Academia de Amadores de Música, played an 
important role in António Fragoso’s music education. He attended as many concerts as he 
could, and he particularly enjoyed the repertory David de Sousa developed with the 
Orquestra Sinfónica Portuguesa. One of Fragoso’s biggest dreams was to have a piece 
conducted by David de Sousa, who became a good friend of his. The promised performance 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
25 Miguel Ângelo Lambertini (1862–1920) played a key role in the Portuguese culture at 
the turn of the twentieth century. A multitalented artist, he worked as a composer, 
musicologist, conductor, and music editor. He was also a collector of music instruments, 
which can be seen nowadays at the Museu da Música, in Lisbon. 
26 Ibid., 157. 
27 Rui Nery and Paulo Ferreira de Castro, History of Music (Lisbon: Imprensa Nacional 
Casa da Moeda, 1991), 149.	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never happened, as David de Sousa was another great musician killed by the 1918 Spanish 
Flu.   
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 António de Lima Fragoso was born on June 17, 1897, in Pocariça, a small 
Portuguese village in the municipality of Cantanhede, district of Coimbra, which is located 
140 miles north of Lisbon and 68 miles south of Porto, close to the Atlantic coast. 
António was the firstborn of Viriato de Sá Fragoso and Maria Isabel de Sá Lima, 
who had married and moved to Pocariça in 1896. Born into a Catholic family, he was 
baptized at the Igreja Matriz da Pocariça, having his uncle José de Oliveira Lima and his 
aunt Maria José Fragoso as his godparents. His first name was an easy and obvious choice. 
António was born in June, which is the month of Saint Anthony;28 his parents’ house was 
located on Saint Anthony’s Street;29 and his grandfather’s name was António.30 
According to Eduardo Fragoso, the composer’s nephew, people used to say at that 
time that the marriage between the Lima family and the Fragoso family could not have 
been more perfect. The Lima family was known for being very artistic, while the Fragoso 
family had some intellectual and highly educated members. António certainly grew up 
having the best of both worlds.31  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
28 Saint Anthony was born in Lisbon (Portugal) on August 15, 1195, and died in Padua 
(Italy) on June 13, 1231. His holiday, on June 13, is widely celebrated in Portugal, 
especially in Lisbon and Coimbra. 
29 Rua de Santo António. 
30 Leonardo Jorge, António Fragoso: Um Génio Feito Saudade (Cantanhede: Município 
de Cantanhede, 2008), 20. 
31 Fragoso, Eduardo. Interview by the author. Pocariça, December 27, 2017. 
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By the time António started elementary school and his musical studies at the age of 
six, Viriato and Maria Isabel had had three more children: Maria do Céu (born in 1899), 
Carlos (born in 1900), and Maria Isabel (born in 1903).   
 While he lived in Pocariça, António studied piano and solfège with his uncle 
António dos Santos Tovim, who was a doctor in Cantanhede. Dr. Tovim was not a 
professional musician, but he was very engaged with the arts and culture in general, and 
music in particular. He provided the young António with a good musical foundation, and, 
above all, he was able to nurture António’s passion for music.32  
 In 1907, António passed his elementary school final exam brilliantly. Given this 
fact, his parents agreed that he should continue his academic studies. Unfortunately, this 
would not be possible in a small village like Pocariça. Therefore, at the age of ten, António 




In October of 1907, António moved to Porto to attend middle school.34 In Porto, he 
was hosted by his uncle and godfather, José de Oliveira Lima, who was a doctor and 
professor at Porto Medical School.35 José was married to Corina, an amateur harp player 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
32 Jorge, António Fragoso: Um Génio Feito Saudade, 22. 
33 Ibid., 23–24. 
34 Curso Geral dos Liceus. 
35 Barbara Aniello, António Fragoso: Uma Nova Biografia III, (Coimbra: Imprensa da 
Universidade de Coimbra, 2018), 10.	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who inspired António to write for this instrument later in his life.36 Dr. José Lima was also 
passionate about all kinds of art, and he enthusiastically supported António’s musical 
studies.37 
As soon as António settled in Porto, he started studying piano with Ernesto Maia. 
Ernesto Maia had studied an innovative piano pedagogy method in Paris with Marie Jaëll, 
and he was of the utmost importance for the artistic and technical development of António 
as a pianist. 
António was a brilliant student at school, and he was making visible improvements 
in his piano playing under Ernesto Maia. However, during his years in Porto, he also felt 
lonely and misunderstood. António thought that his peers were too childish, and the adults 
around him did not accept the fact that such a young boy could engage in serious 
conversations with them. Furthermore, António greatly missed his village. Any time he 
was in Pocariça, António would go for long walks to listen to the whispering of the wind 
and the murmuring of the water running in the streams.38 
In 1909, António Fragoso started writing Toadas da Minha Aldeia, a set of five 
songs for one and two voices and piano. The set was dedicated to “the ladies who first sang 
it on January 1, 1913.”39 This first composition, whose title can be roughly translated as 
Tunes from My Village, was certainly inspired by his village of Pocariça and written not 
only as a gesture of dedication and love for it, but also as an expression of how much he 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
36 Fragoso, Eduardo. Interview by the author. Pocariça, December 27, 2017. 
37 Jorge, António Fragoso: Um Génio Feito Saudade, 24. 
38 Ibid., 25. 
39 Às Senhoras que primeiro a cantaram em 1 de janeiro de 1913.  
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missed living there.40 As the composer himself wrote in 1917, 
This great longing for our country which, when we are far from it, reminds us, with 
tears in our eyes, the beloved places that have seen our birth, the delicious tunes our 
childhood ears have become accustomed to and will never forget, this infinity of 
small things that later on become memories to long for.41  
 
The same year that he began writing the Toadas, Fragoso also began to demonstrate 
an interest in and a talent for literature. He wrote his first short story, which he sent to his 
father, in November 1909. This story reveals an exquisite writing style and enormous 
culture for a twelve-year old. It presents a beautiful description of a bucolic landscape 
during sunrise, with all of its characteristic sounds and colors. Nature is a recurring theme 
in his early musical as well as literary compositions, and his longing for Pocariça also 
hovers over his music and words. Fragoso’s precociousness was clear to his close friends 
and family. In 1960, his friend Oliva Guerra remembered the young Fragoso: 
At twelve years old, when all the other children of his age were still playing with 
tin soldiers, António Fragoso isolated himself to listen to the murmurs of the 
fountains, the whispering of the trees, and all the voices of the nature, finding in 
them ardent, breathless, and sensual melodies, which form the incomparable charm 
and maturity of this young artist’s production.42	  	  
 
On May 3, 1909, Fragoso performed in Porto for the first time, presenting a 
Romance by Mendelssohn at the annual studio recital of Ernesto Maia. One year later, he 
performed Bergers et Bergères by Benjamin Louis Paul Godard.43  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
40 Aniello, António Fragoso: Uma Nova Biografia III, 11. 
41 António Fragoso, “Conferência” (1917), quoted in Barbara Aniello, António Fragoso: 
Uma Nova Biografia III (Coimbra: Imprensa da Universidade de Coimbra, 2018), 13. 
42 Oliva Guerra, “Bazar das Letras” (Abril 1960), quoted in Barbara Aniello, António 
Fragoso: Uma Nova Biografia III (Coimbra: Imprensa da Universidade de Coimbra, 
2018), 14. 
43 Joaquim Carmelo Rosa, “O percurso académico-musical de António Fragoso” in António 
Fragoso e o Seu Tempo (Lisboa: CESEM, 2010), 123. 
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Encouraged by Ernesto Maia, Fragoso applied for a government grant to study 
abroad. At the audition, which took place at the Lisbon Conservatory, on December 2, 
1913, he performed Chopin’s Fantasie-Impromptu, Op. 66, Beethoven’s Sonata, Op. 90, 
and was asked to sight-read and transpose Handel’s Sonatina in B-flat major.44 He 
competed against older students from the Lisbon Conservatory and did not win the grant. 
However, he received great compliments from the jury and even an invitation from Casa 
Valentim de Carvalho to publish his Toadas da Minha Aldeia.45 Furthermore, he certainly 
left Lisbon that day with a strong wish to come back to the city.  
Fragoso probably wrote his first piano compositions around the time he applied for 
the government grant. The undated set that initially received an opus number 1 consists of 
three short pieces: Serenata, Canção da Noite, and Barcarola. Três Mazurcas followed, as 
opus number 2,46 and it is signed and dated “Pocariça, January 7, 1914.” Concomitantly, 
one of Fragoso’s short stories titled Noites de Inverno (Winter Nights) expresses the same 
nostalgic feeling that can be heard in the piano pieces: 
December was running slow, heavy, rainy, with the sad drowsiness of the winter 
months that seems to break everything with its sword of snow. The shriveled little 
birds, shivering with cold and hunger in their little straw huts and trees, in the rain 
and wind, raised their emaciated arms in the air as if supplicating, in a lugubrious 
moan, the Sun, the Sap, the Life! In the city, above all, one could hear the painful 
songs of wet and hungry fishermen! They implored the sea for the food that, in a 
roar of an angry beast, hurled against the beach with its furious and sinister waves, 
where the fragile fishing vessels emerged, it did not want to give! The black hand 
of slowness, of weight, of grief, of misery, seemed to hover everywhere! And we 
boys were looking forward to the Christmas holidays that we saw coming up slow, 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
44 Ibid. 
45 Aniello, António Fragoso: Uma Nova Biografia III, 16. 
46 Fragoso also used these opus numbers for other pieces he wrote later on. Although they 
do not represent the final opus numbers for Fragoso’s works, they tell us that these were 
two of his earliest pieces. 	  
	  	  
19 
heavy, rainy, with the sad somnolence of the sad days of December! But time does 
not stop...47 
 
 In January 1914, Fragoso continued his high school studies in Porto. However, for 
a long time, he had a strong wish to dedicate himself solely to music. His letters from those 
months reveal that he regretted not having more time to compose and to practice piano. 
When he went home for Easter, a few months later, he expressed his feelings to his family. 
They were reluctant to have him quit his high school studies but understood that he should 
follow his dream of becoming a professional musician.48  
 It is not exactly clear when Fragoso moved to Lisbon and started studying at the 
Lisbon Conservatory, but we do know that on May 18, 1914, he officially enrolled in the 
first three years of piano with Marcos Garin, and in the first two years of basic musicianship 





In Lisbon, Fragoso was hosted by his other uncle Pedro de Sá Lima, who was 
always very friendly and supportive of his musical endeavors, as Fragoso described in his 
correspondence to his parents between 1914 and 1918. 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
47 António Fragoso “Noites de Inverno” (1914), quoted in Barbara Aniello, António 
Fragoso: Uma Nova Biografia III, (Coimbra: Imprensa da Universidade de Coimbra, 
2018), 15. 
48 Fragoso, Eduardo. Interview by the author. Pocariça, December 27, 2017. 




On May 30, 1914, right after Fragoso began his studies at the Conservatory, he was 
invited to participate in a recital with the students of Marcos Garin. At that occasion, he 
performed a prelude by Rachmaninov and Masques by Debussy. It is not known when 
Fragoso started practicing these two pieces, but his improvement from the beginning of his 
studies at the conservatory was impressive and evident to the faculty. At the end of that 
academic year, in July, he signed up for the final piano examinations of three years of 
studies, and passed all of them with great success.50  
When the new academic year began in October, Fragoso started studying harmony 
with Júlio Neuparth (1863–1919). However, a month later, he was transferred to the class 
of Tomás Borba (1867–1950).51 The reason for this change is still unknown. Nevertheless, 
Tomás Borba remained one of his mentors throughout his studies at the Conservatory.  
While he was studying piano and harmony at the Conservatory, Fragoso continued 
to write music on his own. In Lisbon, he found the support of friends and teachers who 
listened to his compositions, gave him valuable advice and feedback, and encouraged him 
to continue. In fact, the year of 1915 was one of his most prolific times as a composer.  
In January 1915, Fragoso finished his Petite Suite. This three-movement piece 
shows the beginning of a new language in Fragoso’s music. His use of augmented triads, 
planing chords, and modal sonorities in the Petite Suite were certainly influenced by 
Debussy’s pieces that he started studying when he moved to Lisbon, as well as the music 
of other contemporary composers he listened to in the concerts he attended throughout the 





city. The Petite Suite captured the attention of Ruy Coelho (1889–1886), an established 
composer who described Fragoso as “a true musical talent, very authentic, and full of 
faith.”52 In a letter to his father, Fragoso describes Ruy Coelho’s reaction to his Petite Suite: 
My dear Father, 
I have received your card today, which I indeed esteemed and appreciated with my 
whole heart. I am glad to know that you are in good health. We are well, thank God.  
I wanted to write you a while ago, but I did not have a chance, nor did I remember 
to do it, to tell you frankly. This happened because I have not been thinking about 
anything else besides music. (…) Yesterday, Ruy Coelho listened to my [Petite] 
Suite. He said that I should not orchestrate it because its writing is more pianistic 
than orchestral. However, he enjoyed it a lot. He said that there has not been better 
music written in Portugal; he gave me wonderful compliments. He told me that I 
should study orchestration as soon as possible, so I can write an orchestral piece, 
one that is not just a transcription. I agree with him. If I do not have the pleasure, 
these days to hear a work written by me played by David Souza’s orchestra, I wish 
to God that one day I will have the chance to listen to an orchestral piece, which is 
just mine, performed. This one [the Petite Suite] would have been orchestrated by 
somebody else, which can be harmful sometimes. (…) I am writing to you really in 
a rush, so I apologize for my lousy penmanship. I miss you all there, including my 
uncles, aunts, and cousins. A strong hug from your son, who is a true friend of yours 
and asks for your blessings, António.53 
 
This letter also shows Fragoso’s love and care for his family. Nevertheless, as we 
can read in his other correspondence, he received frequent complaints from his parents and 
siblings for not communicating frequently enough. He always excused himself for being 
very busy and provided enthusiastic descriptions of the work he was developing. 
Furthermore, as the eldest child, Fragoso felt responsible for being seen as an example and 
leaving a legacy not only to his siblings, but also to his country. A letter he wrote to his 
father on March 24, 1915, reveals his mission:  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
52 Ruy Coelho, “A Ideia Nacional” (1916), quoted by Barbara Aniello, António Fragoso: 
Uma Nova Biografia III, (Coimbra: Imprensa da Universidade de Coimbra, 2018), 22. 
53 António Fragoso to his father, 1915, António Fragoso fonds, Biblioteca Geral da 
Universidade de Coimbra. 
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My dear Father, 
Believe me; this is not the first time that I have thought about this. At my age of 17, 
which is an age when most of the boys play blithely, without caring about the future, 
I have long ago left the toys to dedicate myself to a profession that pleases but tires; 
that is hard but ennobles us. And will I be the only one who gains from this hard 
work? No! First of all, my family, including my little sister, whom I still have not 
met, but whom I already love a lot, will benefit from it. Then, if God gives me the 
grace to achieve what I would like, my nation will also gain from it.54  
 In the following months, Fragoso continued to be successful in his piano studies at 
the Conservatory. In February, he was exceptionally allowed to present his final exam for 
the fourth year of the piano course, which he had started just three months before. In March 
and June, he performed Brahms’s Rhapsody in G minor,55 Rachmaninov’s Prelude, and 
Chopin’s “Military” Polonaise, Op. 40. And in July, he passed the final exam for the fifth 
year of piano studies, receiving a grade of 17 out of 20 and completing five years of 
conservatory curriculum in just a little over a year.56  
 Alongside his hard work as a piano student, Fragoso devoted a great amount of time 
to composition. Following the Petite Suite, he wrote a set of 7 Prelúdios, a short piece 
called Poème du Soir, and a Sonata in E minor, the longest piano piece he ever composed.  
 It was during the academic year of 1915–1916 that Fragoso established his 
reputation as a composer in the Lisbon musical scene. At the beginning of 1916, he finished 
his first chamber work, a piano trio, and on May 16, he performed the first concert 
exclusively of his music at the Academia dos Amadores de Música. Fragoso wrote about 
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55 Even though this source does not include an opus number for this work, it is probably 
Brahms’s Rhapsody, Op. 79 No. 2.  




his busy life and his plans to organize a concert of his music in a letter to his father, dated 
March 22, 1916: 
My dear Father, 
Besides that, I can tell you other reasons that strongly give me an excuse. They are: 
everything I have to do. Here is a sample of what I have been working on these past 
two months and a half since I moved here. Works studied with Mr. Garin: Bach, 3 
Preludes and fugues; Bach-Saint-Saens, 3 pieces; Bach-Busoni, Prelude and Fugue 
in D Major; Chopin, 8 Etudes, 25 Preludes, and the “Krakoviana” for piano and 
orchestra. (…) Number of pages of music written in this period (two months and a 
half): 40!!!... You see now, dear Dad, that I have been working a lot. This work 
tires my body and spirit, and it leaves me with no mood to write [letters]. Not even 
a small postcard? – you would say – And for what if you can barely say anything 
in a postcard? (…) Now I am going to give you some news: I finished my Trio, 
which is 48 pages long. Yesterday, we sight-read it together, and it seemed like it 
ended up being a good piece. The boys think that I should organize a concert with 
the Trio, and with my other pieces. Today, I talked about that with Mr. Garin, who 
agreed, and with Ruy Coelho, who told me that it was my obligation to play a 
concert with my music “in order to establish the reputation I deserve in our music 
scene” – Ruy’s words. So, I will organize a concert with only my works, in which 
we will perform my choral works, my Lied, the Trio, the [Petite] Suite, the [7] 
Preludes, and the Sonata, which is in a way the hardest obstacle to overcome, but 
with work and dedication it will be possible. I also want to arrange for the Trio to 
be performed there [in Pocariça] during Easter Holidays. And here you have what 
I wanted to say today, not only to you, but to my Mother, my Godfather, and all 
other family members as well. Tomorrow is little Fernanda’s first birthday; I will 
write her a postcard so one day she can tell her girlfriends that she has been 
receiving postcards for her birthday since she was one year old. I also congratulate 
the rest of the family, and myself, for this fact [her birthday], since we all love her 
and wish her all happiness and perfect health. I ask you to give her a lot of kisses 
from me, while I cannot do it in person, though, God willing, I will be able to soon. 
And I am so looking forward to a little vacation, which I really need. Write to me 
as often as you can, and I am sorry, again, for not writing to you regularly. I miss 
you all. A strong hug from your son, who is your true friend and asks for your 
blessings, António.57 
 Reviews from the concert at the Academia dos Amadores de Música show that it 
was a tremendous success. Adriano Merea (1856–1933) was one of the distinguished 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
57 António Fragoso to his father, 22 March 1916, António Fragoso fonds, Biblioteca Geral 
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people who wrote about the event: “There is a clear impressionistic influence in all the 
works. However, along with the constant preoccupation of modernism, there are also 
passages that reveal an undeniable gift. Remember the name of this composer, whose 
premiere happened yesterday! It is not risky to predict that with the talent he was born with, 
and with his passion for music, he will turn out to be a renowned composer.”58 Ruy Coelho, 
Rey Colaço, and a music critic from the Diário de Notícias also wrote about the concert 
with enthusiasm. 
After the success Fragoso achieved with this concert it was ironic that, at the end 
of the academic year, he did not get a good grade in his harmony class. There are 
contradictory opinions about why Fragoso received such a low grade – 11 out of 20 – which 
did not allow him to enroll in counterpoint in the following year, a prerequisite to start a 
composition degree. However, his conservatory colleague Mário de Sampaio Ribeiro 
(1898–1966) provides a convincing explanation:  
[Fragoso] was gifted with a rare ingenuity and a spirit of observation. Before he 
enrolled in the conservatory's harmony class, he became familiar with the modern 
processes of composition, even the most advanced ones, so that when he was a 
pupil of that class he never resigned himself to stick to the old rules. His talent led 
him to brave transgressions, which earned him some ill-will from the most archaic 
teachers who were embroiled in the classicism – or better – in the Italianism of the 
nineteenth century.59  
 Once the school year was over, Fragoso went to Pocariça. Saddened by the fact that 
he would have to wait another year to continue his music theory studies, he found some 
comfort in being around his family. Furthermore, some of his best friends spent a part of 
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the summer with him in the village. Among them were the pianists Lourenço Varela Cid 
and Botelho Leitão, and the violinist Fernando Cabral. Together, these musicians would 
cheer up the whole village with their music. They used to play at home after dinner with 
the windows open. Fascinated by the beautiful music, people from the village used to bring 
chairs and sit outside in front of their window so they could enjoy the music. Fragoso and 
his friends repeated these peculiar performances every summer, so that they became regular 
events that everybody looked forward to.60  
 It was also in 1916 that Fragoso started writing a collection of short stories entitled 
Cartas a Maria (Letters to Maria), in which he described his impressions about places 
where he had been, as well as his opinions about literature and music. We do not know if 
these were actual letters for a “Maria” or just texts he decided to title that way. 
Nevertheless, they provide us insight into his thoughts, personality, and general interests. 
It is particularly astonishing to notice how comprehensive his knowledge of literature was. 
A persuasive letter Fragoso wrote to his mother on October 18, 1916, confirms his passion 
for books, which he writes about as if they were good friends of his: 
My dear Mother, 
You must know that I'm back in Lisbon. My uncle and my aunt are good, 
fortunately. Uncle Pedro just finished, at this moment, assembling in my room a 
magnificent bookshelf for my books that... I left there. I did not ask for it; it was his 
good soul that understood my need for a bookshelf. You know how hard it was 
when I had to take the books I had already carefully selected out of the box; some 
of them were too important to leave behind, and others were equally important 
because they are dear to me. They were bought with money that I had saved and 
could have spent as badly as so many do. And how much joy I feel in seeing them 
well aligned on the shelf, to be able to choose among them the one that, at a 
particular moment, gives me the most spiritual pleasure. Well, the joy I felt when I 
saw my beautiful bookshelf in my room was certainly not as great as the pain I feel 
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in not having them here with me, to line them next to each other, to keep them as 
one relic, to estimate them the same way we estimate our best friends. And can 
there be a better friend throughout our lives than a good book? Would you, my dear 
mother, be able to pay for the costs of transportation, knowing that it would give 
me an incredible joy? Then, when I finish my studies, I will take them with me, 
whether I am going to join the lives of those who live in the big cities, or simply 
breathe the air of Pocariça, which I value very much because it is where I was born. 
Do not refuse me this joy; conscience tells me that I am worthy of it. At the same 
time, the books will help make this beautiful bookshelf that uncle Pedro kindly 
bought for my room even prettier. I will begin my piano lessons tomorrow. On 
Friday, I will go to the conservatory for the first time this academic year.61 
 
In the academic year of 1916–1917, which was just starting when Fragoso wrote 
the previous letter to his mother, his piano repertoire became progressively more 
demanding. He started working on Liszt’s Sonata in B minor, Chopin’s Ballade, Op. 47, 
and Debussy’s L’isle joyeuse, among other pieces. In a letter he wrote to his brother Carlos, 
in March 1917, we can see how much he enjoyed working on Debussy’s music: “I am now 
studying a piece by Debussy called L'isle joyeuse, which is really admirable, although it's 
not music for everyone to like, I like it a lot, and every day I am getting more excited about 
this great musical talent named Claude Debussy. I'm just sorry that not everyone can like 
his music that has pages of a true and high inspiration.”62 
In this same letter, Fragoso tells Carlos that he just finished his new set of songs, 
called Poèmes Saturniens. These songs are written on poems by Paul Verlaine’s work of 
the same title. Coincidentally, Debussy also set to music the same poems in his song cycle 
Fêtes Galantes. In this letter, Fragoso also mentioned working for the first time on an 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
61 António Fragoso to his mother, 18 October 1916, António Fragoso fonds, Biblioteca 
Geral da Universidade de Coimbra. 
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orchestral piece. This letter, together with a concert program from the 1920s, are the only 
evidence that Fragoso wrote a Dança for orchestra, since the manuscript has disappeared.63  
Although he was not enrolled in composition lessons at the Conservatory, the 
aforementioned 1916 concert at the Academia dos Amadores de Música established 
Fragoso as one of the most promising young talents in the Lisbon composition scene. In 
March 1917, he was invited to present his music at a concert showcasing the new works of 
student composers at the Conservatory. Fragoso performed his Trio and two movements 
of his new Suite Romântica for violin and piano. At the end, he was proud to report to his 
father that he was the most applauded composer.64 He continued by expressing his 
displeasure for the other pieces in the program, since their authors were not modern 
artists.65  
 The year of 1917 continued to be very productive for composer António Fragoso. 
He wrote a Nocturno in D-flat major; Três Peças do Século XVIII, which were published 
right after by Valentim de Carvalho; and another group of songs titled Canções do Sol 
Poente, which set to music poems by Correia de Oliveira. Marcos Garin, who was aware 
of Fragoso’s talent, advised him to take private composition lessons and recommended that 
he study with Luís de Freitas Branco (1890–1955), who had been Fragoso’s score-reading 
teacher at the Conservatory since 1916. Fragoso admired Freitas Branco for having “a 
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modern spirit.”66 It is not known if these private lessons ever happened, but Freitas Branco 
became a mentor and friend of Fragoso. A year later, when Fragoso orchestrated his piano 
Nocturno in D-flat major, he dedicated the work to Freitas Branco, who worked closely 
with him on the orchestration of the Nocturno. 
Debussy continued to be a recurrent theme in Fragoso’s correspondence with 
family members and friends, particularly in his letters to Varela Cid and Francine Benoît 
(1894–1990).67 After a performance of Debussy’s L’isle joyeuse, he wrote to his brother 
that he had never been that happy before.68 He received the news of Debussy’s passing 
with great sadness in March 1918, expressing his grief in a letter to his friend Varela Cid.69  
On July 3, 1918, Fragoso performed his final piano exam at the Conservatory. In 
the program, he included a Bach’s Prelude and Fugue, Beethoven’s Sonata, Op, 57, and 
Liszt’s Mazzeppa. His exam, which was open to the public, was highly successful, and he 
received a grade of 20 points out of 20. All over the news, critics wrote about his “brilliant 
exam,” which showed his “virtuosic playing always intertwined with a great sentiment,” 
and foresaw his future as a “true celebrity.”70   
After his outstanding exam, Fragoso won a grant from the Portuguese government 
to study abroad – the same grant he had been denied in 1913 before he moved to Lisbon. 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
66 António Fragoso to his father, 9 May 1917, António Fragoso fonds, Biblioteca Geral da 
Universidade de Coimbra. 
67 Francine Benoît met Fragoso at the Lisbon Conservatory. From 1917 to 1918, she studied 
with Vincend D’Indy at the Schola Cantorum, in Paris. She was probably the person who 
helped Fragoso with his application to the Schola Cantorum, in 1918. 	  
68 António Fragoso to his brother Carlos, July 1917, António Fragoso fonds, Biblioteca 
Geral da Universidade de Coimbra. 
69 Aniello, António Fragoso: Uma Nova Biografia III, 82. 
70 Ibid., 85. 
	  	  
29 
He then applied to study at the Schola Cantorum, in Paris – a place he had long dreamed 
of studying – and he was accepted into the composition studio of Vicent D’Indy. He did 
not share this news with anyone except for his good friend and violinist Fernando Cabral, 
with whom he performed a series of concerts during the summer.71   
 In October 1918, when Fragoso was enjoying his last days of vacation, the Spanish 
Flu suddenly broke out in the village of Pocariça. Unfortunately, the Fragoso family was 
caught in the tragedy. Fragoso fell victim to the flu and died on October 13, 1918. The 
same pandemic also killed three of his siblings: Maria Isabel, who died on the same day as 
Fragoso; Maria do Céu, who died on October 15; and Carlos, who died on October 17.72  
 Family members who were present say that Fragoso thought about music until the 
end. When he was already very sick, he tried to write a second movement for his Violin 
Sonata, but he ended up playing Grieg’s Death of Ase instead, a piece whose mournful 
character brought him some comfort in the face of the tragedy.73  
Fragoso’s younger sister Maria Fernanda was the only sibling who survived. She 
fought throughout her life to disseminate the beautiful music of her brother. After she 
passed away, in 1990, her son Eduardo Fragoso followed her path. Together with his sister, 
Isabel, Eduardo founded the António Fragoso Association, in 2009, which has promoted 
and celebrated António Fragoso as a talented Portuguese composer of the beginning of the 
twentieth century.74 
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CHAPTER THREE: ANALYSIS OF SELECTED PIANO WORKS 
 
 This chapter provides musical analysis of selected piano works: Três Mazurcas, 
Petite Suite, and Nocturno in D♭ major. The set of three Mazurkas was written in January, 
1914 and is one of Fragoso’s very first compositional attempts. The Petite Suite was 
finished exactly a year later, when Fragoso was already studying at the Lisbon 
Conservatory. The Nocturno in D♭ major was finished in April 1917 and was one of 
Fragoso’s last piano pieces.  
 These three pieces demonstrate how Fragoso’s compositional style changed and 
evolved throughout his life, even though they were all written within a span of four years. 
At the same time, it is noteworthy how Fragoso’s voice as a composer remains consistent, 
which is shown through particular characteristics that permeate his entire musical 
production. 
 The following analysis of these three pieces includes aspects of form, harmony, 
melody, and character. My analysis includes a loose application of William Caplin’s75 
terms regarding formal and phrase structure, together with standard Roman numeral 
analysis.76 Unless otherwise stated, this chapter presents my own interpretations of these 
pieces as a performer and theorist. 
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 The set of three Mazurkas was one of the first compositions António Fragoso 
completed. There is a manuscript in pencil of the first two Mazurkas and a copy in pen of 
the complete set of three. Although the copy was signed by António Fragoso, the 
handwriting does not seem to be his, and the score presents a few typographical errors 
when compared to the first manuscripts. The copy is dated “Pocariça, January 7, 1914.” 
Considering that at the beginning of 1914 Fragoso was still living in Porto, this date tells 
us that these pieces were probably finished during his Christmas vacation, while he was 
home with his family. The copy indicates an opus number two for the set of three Mazurkas. 
However, later on, Fragoso gave this opus number to his Piano Trio. This could mean that 
he decided not to publish these early pieces. In fact, these three Mazurkas remain 
unpublished today.  
 The musical language of the three Mazurkas owes much in style to Chopin and 
Schumann. As researched and documented by pianist Margarida Prates, Fragoso was 
particularly inspired by Chopin’s Mazurka Op. 17, no. 4, in A minor,78 the key in which 
Fragoso wrote the first piece of this set. The other two Mazurkas in Fragoso’s set are also 
written in minor keys. Nevertheless, they present varied harmonic progressions and 
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melodic materials. Despite being a very early work, the Mazurkas are cohesive and inspired 
pieces and already feature certain personal characteristics that Fragoso will develop in his 
subsequent works.  
 
Mazurca I 
 The first Mazurka, in A minor, has a balanced form and a very well-organized 
phrase structure. It is written in ABA form, followed by a coda in the parallel key of A 
major. After the coda, Fragoso brings back the same material he used to finish section A, 
ending the piece in A minor. As a character indication, Fragoso writes “vivo mas com 
muita graça e sentimento.“79  
 The table below shows the formal organization of the first Mazurka: 
Measures 1–29 30–44 45–73 74–103 104–111 
Section A B A coda synthesis 









Key A minor A minor A minor A major A minor 
Table 3.1 Fragoso’s Mazurca I: formal structure. 
  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
79 Lively, but graciously and with sentiment. 
80 A little slower. 
81 A little faster.	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 The thematic material of section A can be observed in the following table: 
Measures 1–4 5–8 9–12 13–16 17–21 22–25 26–29 

























Cadence DC IAC DC DC PAC DC PAC 
Table 3.2 Fragoso’s Mazurca I: phrase structure of section A. 
Section A is characterized by a recurrent chromatic triplet on the third beat of the 
measure, which acts as an upbeat to the following downbeat. This gives the section a 
continuous sense of movement towards the end of each phrase. Furthermore, the ascending 
movement of these triplets contrasts with the descending motion of the structural pitches 
of the tune (E, D, C, B, A), providing an organic, undulating shape for the melodic line.  
 Sub-sections a and d are harmonically identical to sub-sections a’ and d’. The latter 
present a melodic variation of the former, in the style of Chopin’s filigree, in which a 





Figure 3.1 Fragoso’s Mazurca No. 1: measures 1 to 4 (sub-section a). 
 
Figure 3.2 Fragoso’s Mazurca No. 1: measures 22 to 25 (sub-section a’). 
 
Figure 3.3 Fragoso’s Mazurca No. 1: measures 17 to 21 (sub-section d). 
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The left-hand accompaniment is also inspired by Chopin’s Mazurkas. It includes a 
low octave on the first beat and a chord on the second or second and third beats. In measure 
27, there is a momentary displacement of the bar line, through offbeat accented chords, 
which might have been inspired by the music of Robert Schumann, which Fragoso deeply 
admired.   
Section B has a contrasting character; it is slightly slower and has a more lyrical 
and passionate character. It is a very short middle section, half the length of both section A 
and the coda. The first phrase of this section (measures 30 to 37) is built on a four-measure 
dominant to tonic progression, which repeats a third above in the relative major, featuring 
a VII7 chord and its resolution to a III chord. Melodically, these second four measures add 
a 9-8 suspension and a seventh to the VII7 chord, which, together with a higher and 
expanded register, build more tension than the first four measures. The second half of 
section B (measures 38 to 44) starts with a synthesis of the harmonic idea of the first half, 
having a chord that functions as dominant resolving deceptively (V7-VI) and then 
conclusively (V7/iv-iv). This sequence is followed by a three-measure cadential idea, which 
transitions back to an exact repeat of section A through a perfect authentic cadence elided 
with the beginning of section A. 
 After the repetition of section A, a coda is presented in A major. In addition to being 
in a major key, the coda is faster, and its light-hearted and frisky character contrasts with 
the nostalgia present in the rest of the Mazurka. The coda is organized in two identical 
fifteen-measure periods, the only difference being some grace notes added to the second 
period. At the end of both phrases, a chromatic change to A minor gives a hint to the listener 
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that the Mazurka will not finish in a major key. The coda ends on a dominant seventh chord, 
which, again, resolves on an elided cadence at the beginning of the last section. The 
synthesis that had been featured at the end of part A is presented here to conclude the 
Mazurka. The Mazurka concludes not with its coda, but rather with material from section 
A. Thus, the eight-measure synthesis first heard in measures 22 to 29 is used not only to 
summarize the material of section A, but also to conclude the whole Mazurka. 
 
Mazurca II 
The central piece in this set is the slowest and most melancholic of the three, and 
there are some similarities in character with Fado82 haunting this mazurka. The rhythm of 
the melodic line and the dissonances it creates with the left-hand harmony evoke the Fado 
genre. In addition to its melancholic character and a lyric melodic line, this Mazurka retains 
a dance-like feeling, achieved by the left-hand accompaniment, and the use of accents, 
rests, and grace notes in the right hand. These particularities give different emphasis to 
each beat within a measure and transmit a continuous but not always regular upward and 
downward motion.   
 This second mazurka, written in the key of B minor, is organized in a ternary ABA 
form, in which the musical text of A repeats ipsis verbis, with a softer dynamic, after the 
middle section. 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
82 Fado, which literally means fate, is a Portuguese music genre that had its origins in 
Lisbon, at the beginning of the nineteenth century. It is performed by a singer, usually 
accompanied by one or more guitars, and it is renowned by its expressive and profoundly 
melancholic character.  
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 The following table presents the formal organization of Fragoso’s second Mazurka: 
Measures 1–21 22–40 41–60 
Section A B A 
Tempo Com sentimento doloroso (slightly faster) Tempo I 
Key B minor G major B minor 
Table 3.3 Fragoso’s Mazurca II: formal structure. 
Section A contains a nine-measure sentence that is played twice, followed by a 
cadential idea containing musical material from the first two measures. The sentence is 
comprised of a four-measure presentation and a five-measure continuation. The 
presentation opens in a suspended way with a dominant seventh chord that resolves to the 
tonic in the second measure. These two measures contain a basic idea that is repeated in 
the next two measures. The second time, though, a C♯ half-diminished seventh chord is 
used in lieu of a secondary dominant, resolving into V in measure four. This half-
diminished seventh chord shows the fondness Fragoso had for this chord type from the 
very beginning of his career as a composer. It is also interesting to note that, on both the 
first and the third measures, the melody adds a sixth to the left-hand chord, another 





Figure 3.5 Fragoso’s Mazurca No. 2: measures 1 to 4. 
 The continuation of the first sentence starts with another two-measure melodic idea 
followed by a varied repetition. While the first two measures start on the tonic, the 
repetition in measure 7 features a dominant seventh chord that resolves deceptively to VI. 
This phrase ends with a one-measure ascending motive and a C♯ in the bass line, which 
resolves into V when the music repeats the first sentence, connecting these two phrases 
through elision.  
 This Mazurka is characterized by a left-hand accompaniment with octaves and 
chords. Chopin’s Mazurkas rarely feature octaves on the first and third beats, instead 
featuring octaves or one single bass note on the first beat only. However, Fragoso’s 
Mazurka never uses only one note in the left-hand accompaniment. This compositional 
choice asserts the melancholic character of this central piece in the set, and draws our 
attention to the linear descending motion of the bass line. From the third beat of measure 4 
to the downbeat of measure 9, there is a scalar descending motion of the bass line through 
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Figure 3.6 Fragoso’s Mazurca No. 2: measures 4 to 9. 
Although the texture of the accompaniment does not change, the central section is 
slightly brighter than the previous one. This character change is achieved through the use 
of a major key – G major – and a more fragmented melodic line, with descending rapid 
chromatic scales intercalated with consecutive two-note slurs. Though Fragoso did not 
write a tempo change at the beginning of section B, he did write Tempo I at the beginning 
of the reprise of section A. This fact could suggest that section B should be performed with 
a somewhat faster tempo, considering its less melancholic character. It is, however, 
interesting to note that pianist Margarida Prates proposes the opposite idea. 83  
With its prominent descending linear motion in both the melody and the bass line, 
this middle section modulates to the key of G major (a third below the initial key). Once 
more, Fragoso organizes this section into two nearly identical nine-measure phrases, using 
Chopin-inspired filigree to ornament the melodic line. At the end of the second phrase, a 
descending-fifths progression is used to modulate back to B minor. The softer dynamics 
used for the reprise of section A show Fragoso’s intention to present this repetition with an 
even more intimate character than the opening of the Mazurka.  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  




 The third Mazurka is the shortest and most fragmented of the set. It is written in 
ABA form, as can be seen in the table below: 
Measures 1–15 16–32 33–47 
Section A B A 
Tempo Vivo Menos movido84 Tempo I 
Key F♯ minor A major F♯ minor 
Table 3.4 Fragoso’s Mazurca III: formal structure. 
Although it is written in the key of F♯ minor, the third Mazurka starts with a B 
minor arpeggio. This off-tonic progression – iv, V7, I – repeats five times and constitutes 
the whole first section of the Mazurka. The B minor arpeggio used at the beginning helps 
to connect this piece with the previous one (written in the key of B minor) and thus provides 
a sense of cohesiveness. This concern for the cohesiveness of the set is continued in the 
middle section, which is written in A major, the same key Fragoso used for the coda of the 
first Mazurka. 
 Section A presents five repetitions of the same harmonic progression – iv, V7, I. 
However, Fragoso varies the register of the B minor arpeggio and the right-hand melodic 
and rhythmic shape. Therefore, these fifteen measures can be organized into three phrases, 
with two six-measure groups and one three-measure group. Each of the B minor arpeggios 
ends with a G♯, creating an added sixth. This G♯ also conveys a suspended feeling, 




through the use of a 2-1 suspension, which does not resolve to F♯ until the last measure of 
each phrase. More generally, the feeling of suspension is present from the first measure, 
where the G♯ is played for the first time, until the very last measure, in which the final  
F♯ minor chord includes an F♯ in the same register as the initial G♯ for the first and only 
time in the Mazurka.  
 
Figure 3.7 Fragoso’s Mazurca No. 3: measures 1 to 3. 
 
Figure 3.8 Fragoso’s Mazurca No. 3: measures 45 to 47. 
The middle section of Fragoso’s third Mazurka features a more lyrical melody 
accompanied by left-hand octaves and chords that gradually get lower. This section can be 
organized into a seventeen-measure period, in which the first nine measures constitute the 
antecedent and the remaining eight measures constitute the consequent. There are several 
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of the first Mazurka, and the use of secondary dominants and sequential material employed 
in this middle section also appeared frequently in the first Mazurka. These characteristics 
reinforce the cohesiveness among the three Mazurkas of the set, whether or not this was 
intentional.   
 It is worthy to note that, although this is a very early piece, it might have influenced 
another Portuguese composer, a contemporary of Fragoso. The beginning of Luís de Freitas 
Branco’s piano Prelude No. 5, which is part of his Ten Piano Preludes dedicated to Vianna 
da Motta, written between 1914 and 1918, features a very similar idea to the opening of 
Fragoso’s first Mazurka. Although Freitas Branco’s arpeggios are built on a whole-tone 
context, the gesture is the same presented in Fragoso’s third Mazurka. Freitas Branco was 
Fragoso’s teacher and mentor, and probably had seen Fragoso’s Mazurkas. This might be 
an instance in which the master was inspired by his pupil.  
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Completed in January 1914, these three Mazurkas represent some of Fragoso’s first 
experiments as a composer. Their musical language shows that Fragoso superbly grasped 
all of the rules and characteristics of the Romantic harmonic and melodic style on his own. 
These three pieces employ so many hallmarks of Chopin’s, Schumann’s, and other 
Romantic composers’ music that it shows how eager Fragoso was to apply everything he 
had learned from the works he studied as a pianist. The set of Mazurkas is filled with 
secondary dominants, Neapolitan sixth chords, added-sixth chords, deceptive cadences, 
elided cadences, sequences of ascending fourths, harmonic third relationships, linear 
descending bass-line motions, melodic suspensions, and momentary displacements of the 
bar line. Certain characteristics – including the avoidance of conclusive cadences, the use 
of half-diminished chords and added-sixth chords, and the employment of diatonic, 
chromatic, or enharmonic modulations, tonicizations, and progressions by thirds – were 
prominent throughout Fragoso’s entire oeuvre.  





 Written in January 1915, the Petite Suite was premiered by the composer on May 
16, 1916, at the Academia dos Amadores de Música, in Lisbon. Since then, the Petite Suite 
has become one of António Fragoso’s most beloved and performed works.  
Fragoso wrote two manuscripts of the Petite Suite. The first one includes only two 
movements, is written in pencil, and does not contain any expression or dynamic marks; 
the second one is complete, signed, and dated. There is also a third copy signed by Viriato 
Fragoso, António’s father, with no date.  
The Petite Suite is comprised of three contrasting pieces: Prelúdio, Berceuse, and 
Dança85 (referred to as Dansa in the autograph and the manuscript copy signed by Viriato 
Fragoso).86 The title and morphology of this Suite suggest that the composer was aware of 
current contemporary European trends. The Suite that was so popular in the Baroque period 
was gaining popularity at the end of the nineteenth century in compositions by Grieg, Holst, 
and Tchaikovsky, and later on in French works such as Debussy’s Suite Bergamasque 
(1905). However, the musical content of the Petite Suite also seems to be strongly 
influenced by the works of Chopin. Below, I present an explanation of this statement as 
well as a detailed description of each movement of the Petite Suite. 
 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
85	  Prelude, Berceuse, and Dance.	  




 In the first manuscript of the Petite Suite, the title Prelúdio was followed by the 
subtitle “She laments her fate.”87 Although this subtitle was omitted in its final version, its 
text is still very useful to grasp the character of the Prelúdio, which is full of melancholy, 
nostalgia, and even a certain sorrow. These characteristics are confirmed by Fragoso’s 
initial markings of Andante lamentoso and com muita expressão,88 and by the overall soft 
to medium dynamics, with two structural exceptions. 
The Prelúdio is written in ABA’ form as shown in the table below: 
Measures 1–33 34–61 62–88 
Section A B A’ 
Tempo Andante lamentoso  Um pouco mais89 Tempo I 
Time signature 6/8 3/4 6/8 











Table 3.5 Fragoso’s Prelúdio: formal structure. 
	    
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
87 Ela lamenta a sua sorte. 
88 Andante lament; with a lot of expression.   




The following table shows the organization of section A in a small binary form: 
Measures 1–16 17–33 
Small binary Part 1 Part 2 
Key B♭ minor C♯ minor to B♭ minor 
Phrase structure 








5-measure closing material 
Table 3.6 Fragoso’s Prelúdio: formal structure of section A. 
Section A features a mostly stepwise-moving melody in a soprano register. It 
resembles a lyrical vocal melody accompanied by chords articulated on every eighth-note 
beat. Chopin used a similar texture in his Prelude in E minor, Op. 28, No. 4, which might 
have been Fragoso’s main source of inspiration for the Prelúdio.  
The Prelúdio starts with a sixteen-measure period in the home key of B♭ minor. 
In the antecedent (measures 1 to 7), the melody moves predominantly by step, with 
occasional chromaticism. The accompanimental chords use conjunct voice-leading to 
create a sense of harmonic continuity: the three notes of a chord all move by step or keep 
one or more common tones between chords, passing through audacious dissonances. 




Figure 3.10 Chopin’s Prelude in E minor, Op. 28, No. 4: measures 1 to 4. 
 
 
Figure 3.11 Fragoso’s Prelúdio: measures 1 to 4. 
According to musicologist Carlo Caballero, there is more linear, contrapuntal 
dissonance in the Prelúdio than in any other piano piece by Fragoso.90 The left hand starts 
with a dissonant “tonic” triad that contains an implied 2-1 suspension. However, when the 
C resolves down to B♭ on the downbeat of measure 2, the middle pitch moves up to E♭, 
creating another 4-3 suspension on that beat. In measure 3, when we expect to hear a clean 
resolution in B♭ minor, the bass line moves down a half step, creating a D♭ augmented 
triad in second inversion. This chord is the starting point for a sequence of augmented triads 
in which all the pitches move down chromatically by semitone until the downbeat of 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
90	  Carlo Caballero, “From Fauré to Fragoso” in António Fragoso e o Seu Tempo (Lisbon: 
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48 
measure 6, where the harmony returns to its original D♭ augmented triad, this time in first 
inversion. The D♭ alone moves down another half step, transforming the chord into the 
dominant F major triad and ending this seven-measure antecedent in a half cadence. 
In this antecedent, Fragoso explores a particular way of moving from tonic to 
dominant, through the prolongation of an augmented III chord (which can be found in the 
B♭ melodic minor scale), along with linear descending motion of the bass line that traces 
a perfect fifth from C to F. Coincidentally, the start of the right-hand melody also shapes 
an interval of a perfect fifth, ascending from B♭ to F; it stays in that register for the first 5 
measures. From measures 3 to 6, the right-hand melody derives from the pitches of the left-
hand augmented triads. On the downbeat of measure 3, the melody starts on D♭, which is 
the middle pitch (and the root, in this case) of the chord under it. This measure ends with 
an anticipation of the third of the next augmented triad, which will be rearticulated on the 
next downbeat. Even in measures 5 and 6, where the melodic sequence has changed, the 
melody keeps reinforcing the middle pitch (not necessarily the third) of every augmented 
triad. 
Caballero compares the use of dissonance in this piece to its use in Fauré’s music, 
“moving from one dissonance tone to another by step, passing through augmented triads 
and only seldom allowing resolution to a perfect triad.”91 The same author found evidence 
of a similar sequence of augmented triads in Fauré’s Barcarolle, Op. 105, No. 11, written 
in 1913. Nevertheless, he writes, “In truth, this style resembles Albéniz or Rachmaninov 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
91 Ibid., 28. 
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almost as much as Fauré, and its origins may lie in nineteenth-century sources common to 
all these composers, and particularly Chopin.”92 
 
 
Figure 3.12 Fauré’s Barcarolle, Op. 105, No. 11: measures 17 to 22. 
In the consequent (measures 8 to 16), the augmented triad sequence does not repeat. 
However, the linear, stepwise descending bass movement from C to F is still present; it 
then stands on the dominant until the cadence.  
 





Figure 3.13 Fragoso’s Prelúdio: measures 10 to 17. 
Measure 13 presents a contemplative pause, in which the higher pitches of the left-
hand chords play an echo of the opening theme. This is followed by a fragmentation of that 
same theme in the right-hand melody, which then descends to an F one octave lower to 
close this period with an imperfect authentic cadence. 
 The second part of section A starts in C♯ minor, the enharmonic key of the 
chromatic minor mediant, D♭. This section exhibits increased tension and agitation created 
by a low octave at the beginning – and sometimes at the end –  of each measure, plus a 
melodic model sequence based on the first theme of the piece. This is followed by another 
model sequence using fragmentation from this same theme, which features a key change 
back to B♭ minor. There is also a gradual crescendo in dynamic and a general ascent in 
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Figure 3.14 Fragoso’s Prelúdio: measures 23 to 33. 
The structural interval of a fifth – ascending from B♭ to F on the right hand, and 
descending from C to F on the left hand – that appeared at the beginning of the piece is 
now inverted to a perfect fourth in the fragmentation of the first theme from measures 23 
to 30. This interval shapes a descending B♭ to F in the culmination of the whole section. 
From this moment, the music goes slowly back to its initial mournful character. The left 
hand plays a reminiscence of the transitional section heard in measure 13, while the right 
hand features a descending melody and longer rhythmic values. Section A ends with a 
Picardy cadence with the fifth in the soprano. It concludes in the home key, with the 
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 The Picardy cadence prepares the mood for a slightly brighter middle section, in 
the parallel key of B♭ major. Besides being in the major mode, the lighter accompaniment 
of the left hand, which is now in arpeggios instead of chords, sheds its lamenting character, 
and assists the performer in executing the tempo and character change. Nevertheless, it is 
interesting to note the very infrequent use of major triads in this section, and the abundance 
of half- and fully-diminished seventh chords. Fragoso also avoids the use of the I chord, 
employing it only once, in the first measure of this section. Instead, he ends the first sixteen-
measure period (measures 34 to 49) of this section with a tonicization of G minor – the 
relative minor key. 
 Section B continues to explore some important features found earlier in the piece, 
especially the linear movement of the bass line. This section is built over a scalar 
descending bass line from G2 (in measure 35) to G1 (in measure 48), considering the bass 
notes of measures 36 and 39 as non-structural. Meanwhile, the beginning of the right-hand 
tune uses the same stepwise ascending movement found at the beginning of section A, this 





Figure 3.15 Fragoso’s Prelúdio: measures 31 to 49. 
 At the end of this section, the B♭ major tune comes back, using modal mixture for 
a smooth transition back to parallel B♭ minor. As can be observed below, the transition 
starts with a tonic-major chord going to vi, but it continues with a fully-diminished vii that 
belongs to B♭ minor. The music will continue in the minor mode, with a varied repetition 
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Figure 3.16 Fragoso’s Prelúdio: measures 50 to 61. 
Section A’ 
Section A’ presents an exact repetition of part 1 from section A, except that the last 
measure is omitted. This time, the bass does not move to B♭ to conclude the phrase. 
Instead, it ascends to G♭ and, together with the right hand, starts a model sequence with 
increasing tension, dynamic crescendo, and expansion of the register, which resembles the 
section that led to the climax of the piece in measure 28. This short agitato moment is 
suddenly interrupted by a reminiscence of the very beginning of the piece in pianissimo, 
which concludes with the only perfect authentic cadence that can be heard, not only in the 
Prelúdio, but in the entire Petite Suite. Thereby, section A’ condenses the musical ideas of 
section A in a shortened and continuous fashion, leaving some room for imagination. In 
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without a third, leaving the performer and listener wondering about the ultimate character 
and outcome of the “lament.” 
 
Berceuse 
 The middle piece of the Petite Suite is a Berceuse in E♭ major. In the first 
manuscript, this piece was presented with a longer title: “Berceuse of the children who fall 
asleep,”93 which was later abandoned, as also happened with the Prelúdio’s subtitle.    
The form of the Berceuse is presented in the table below:  
Measures 1–33 34–50 51–84 
Section A B A’ 
Tempo Andantino  Um pouco mais lento94 Tempo I 
Time signature 4/4 5/4 4/4 












Table 3.7 Fragoso’s Berceuse: formal structure. 
Berceuse was the only piece in the Petite Suite to receive its title in French. It is 
useful to speculate about Fragoso’s decision regarding the chosen language for this title, 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
93 Berceuse dos filhos que adormecem. 
94 A little slower. 
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especially considering that there is an equivalent expression in Portuguese for Berceuse.  
Fragoso’s Berceuse seems to have borrowed some characteristics not only from Chopin’s 
Berceuse, Op. 57, in D♭ major, but also from similarly titled works by French composers 
such as Debussy, Ravel, and Fauré. 
A Berceuse is a gentle song intended for lulling young children to sleep. It usually 
features a compound meter and a rocking accompaniment. Although Fragoso’s Berceuse 
fits the expected character perfectly, at least during its section A, it has a peculiar time 
signature for its genre – 4/4. It thus might be possible that Fragoso knew the works of his 
contemporary French composers who had already “broken the rules:” Debussy’s Berceuse 
Héroique is written in 2/2; Ravel’s Berceuse sur le nom de Gabriel Fauré and Fauré’s 
Berceuse from Dolly are written in 2/4. Nevertheless, Fragoso’s Berceuse features a 
subdivision of every beat into triplets, which creates a false sense of a compound meter. 
This same technique had been employed by Liszt in his Wiegenlied, written in 1854. 
However, Liszt did not use this subdivision in every beat. 
 
 
Figure 3.17 Liszt’s Wiegenlied: measures 1 to 4. 
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 Furthermore, in the collection of sketches Fragoso left unfinished, I have found a 
manuscript with the first 7 measures of a Berceuse in E♭ major, which could indicate his 
early ideas for the Petite Suite’s Berceuse. In this sketch, the piece is written in 6/8 (a more 
“traditional” time signature for a Berceuse) and the melody is presented in eighth-note 
duplets. Although they are not exactly the same, both the harmony and the melody share 
many similarities with the final version of this piece. It is interesting to notice that, in this 
sketch, the harmony stays in the home key of E♭ major in measure 7, presenting a 
dominant seventh chord on the first scale degree, which increases tension in relation to the 
previous measures. In the final version, Fragoso followed a different harmonic idea and 
thus achieved a very different character. 
 
 
Figure 3.18 Fragoso’s Berceuse (unfinished sketch): measures 1 to 7. 
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The formal structure of Berceuse’s section A can be represented in an arch form: 
Measures 1–6 7–11 12–18 19–23 23–29 30–33 
Part a b transition b’ a’ closing material 
Key E ♭ major G minor G minor G minor E♭ major E♭ major 
Table 3.8 Fragoso’s Berceuse: formal structure of section A. 
The Petite Suite’s Berceuse starts with a two-measure introduction, in which the 
left hand arpeggiates an ostinato on an E♭ pedal, presenting a tonic-prolonging effect. This 
idea might have been inspired by Chopin’s Berceuse, Op. 57, and its D♭ bass note as tonic 
pedal, which is heard in every downbeat from the beginning to the end of the piece. Both 
works present the ostinato twice, before the tune comes in.  
 
Figure 3.19 Chopin’s Berceuse, Op. 57: measures 1 to 4. 
In the example above, Chopin’s one-measure ostinato implies a tonic harmony on 
the first beat and a dominant harmony on the second. Fragoso follows this idea very closely, 
having a tonic arpeggio on the first beat, a ii7 on the second beat, and a dominant seventh 





Figure 3.20 Fragoso’s Berceuse: measures 1 to 3. 
The two-measure introduction is followed by a nine-measure sentence. A lyrical 
and lulling tune spells out the underlying harmony from the ostinato, except in measure 5, 
where the right-hand high C adds a sixth to the tonic chord. This colorful major triad with 
an added-sixth harmony will be recurrent in the Berceuse, giving a sense of suspension to 
the end of phrases or sections. In measure 6, the left hand does not continue with the 
expected ostinato; instead, the second half of the measure presents an ascending arpeggio 
and, in an evanescent gesture, ends this five-measure presentation with a G minor triad. In 
measure 7, the continuation of this sentence takes on from the previous triad and presents 
the ostinato transposed to G minor, moving into a more nostalgic character and a softer 
dynamic.  
A transition section from measures 12 to 18 can be seen as a short contemplative 
pause to the lullaby. The texture is homophonic, and the harmony becomes more complex, 
but it does not have a modulatory function. Instead, after exploring different diatonic and 
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Figure 3.21 Fragoso’s Berceuse: measures 12 to 19. 
This transition is divided into two parts. Each one of them starts with an E natural 
as the bass note, which has an ambiguous role and can be heard in two different ways: E 
as the root, in which case the first three beats present an E half-diminished seventh chord; 
or the earlier G minor as the prevailing harmony, in which case the E creates another added-
sixth chord. In each part, a succession of chords follows this ambiguous harmony. 
 Throughout this section, we see a recurrent use of common tones caused by the 
alternation of a third and a fifth relationship between chords. Considering the chord in 
measure 12 as G minor, the harmony of the previous measures, the first part (measures 12 
to 15) contains a circle of chordal skips around scale degree ii – A minor. This progression 
interpolates two foreign chords - C♯ minor and F♯ minor - to the key of G minor, which 
have a third relationship to the A minor center: C♯ minor has its root a major third above 
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minor, G minor – are at a distance of a fifth. Thus, due to their third and fifth relationships, 
each chord shares a common tone with its predecessor. 
In the second part of this transition (measures 15 to 18), the two measures with the 
ambiguous G minor harmony with an added sixth (E) as a bass note repeat with a rhythmic 
variation and are followed by another succession of chords. Linear motion is also used in 
this progression. This time, Fragoso explores a different color through the use of an F 
augmented triad in lieu of the previously heard A minor triad, which is transformed into a 
C augmented triad when all the pitches move down by a semitone. The C is now heard 
simultaneously as a suspension (resolving down to B) and a retardation (resolving up to 
D), which creates an E dominant seventh chord, the starting point of a sequence of 
dominant chords that brings the music back to G minor.   
The Berceuse continues with a reversed presentation of the previous material – b’ 
and a’ – completing an arch form within section A. The four measures of closing material 
(measures 30 to 33) present another unusual chord progression, and reflect the importance 
of the structural arch form in this section: B♭ minor, C dominant seventh, G half-
diminished seventh, C dominant seventh, and B♭ minor. In a measure with only two notes, 
we then hear an open fourth (descending B♭ to F) that acts as a dominant of the next key 
of E♭ minor. It is also worthy to remember that this same B♭- F interval was structurally 
important in the Prelúdio. Intentional or not, the presence of this interval in the transition 






Figure 3.22 Fragoso’s Berceuse: measures 28 to 33. 
This progression prepares the upcoming mysterious sonority of section B, created 
by the use of an extremely low register of the piano, dense chords, and unexpected 
chromaticism and progressions.   
Section B is written in a 5/4 time signature. This is the first time Fragoso used an 
irregular meter in his works. This meter, together with the other characteristics mentioned 
above, creates both a sense of unsettledness and loss of energy at the same time. 
Metaphorically, this section might represent the children’s attempt to fall asleep, despite 
the feelings of relentlessness caused by the darkness.  
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Even with a change in texture and character, this section continues to feature half-
diminished seventh chords from the very beginning. It is also worth noticing the overlap 
of two different harmonies on the downbeat of measure 34: the left hand presents an E♭ 
minor triad, while the right hand plays an F half-diminished seventh chord. While they 
both share the E♭ and are built with thirds symmetrically above and below the E♭, all of 
the pitches of the chords can also be organized in stacks of thirds. If we consider the D♭ 
from beat 3 as part of the overall harmony in this measure, all the pitches can then be 
organized in a symmetric way (creating another arch), with E♭ as the axis: F, A♭, C♭,  
E♭, G♭, B♭, D♭. 
 This section also contains an abundance of D♭ and G♭ augmented triads. In the 
two measures leading to section A’, the G♭ augmented triad can be heard with a dominant 
function. The use of this chord as dominant becomes particularly preeminent if we notice 
that no other dominant chords (V or vii) were used in the second part of this section, since 
all the v chords were minor. Thus, the G♭ augmented chord is the only one that contains 
the leading-tone – D natural – and implies a resolution back to the tonic – E♭. Also, if we 
use enharmonic spellings for this chord, we can see it as an augmented triad build on scale 
degree 5 (B♭), the dominant of E♭. Furthermore, this progression from G♭ augmented to 
E♭ major emphasizes the use of third relationships in this piece, and it creates an aural 





Figure 3.24 Fragoso’s Berceuse: measures 48 to 51. 
 When this G♭ augmented triad resolves to E♭ major at the beginning of section 
A’, Fragoso adds a harmony to the ostinato, in the right hand. These chords bring a slightly 
different interpretation of the harmony implied in the ostinato, discussed at the beginning. 
In measure 51, the first right-hand chord features a C in the soprano, a melodic upper-
neighbor which resolves down to B♭ on beat three. Nevertheless, this C also creates 
another E♭ major triad with an added sixth on the first two beats, continuing to show the 
importance of added-sixth chords at the beginning or ending of structural points in the 
Berceuse.   
Besides the two first measures, section A’ presents an exact repetition of section A 
until measure 78. From measures 79 to 84, a coda ends this Berceuse, showcasing some of 
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Figure 3.25 Fragoso’s Berceuse: measures 77 to 84. 
Above the left-hand ostinato, the right hand plays a different harmony in each 
measure: E♭ major, C minor, G minor, and E♭ major. These chords sum up the importance 
of third relationships in the Berceuse; both C minor and G minor can be found at a distance 
of a third above and below the tonic E♭ major. The Berceuse comes to an end with another 
use of added-sixth chords. The penultimate measure features an E♭ major triad with an 
added sixth. The sixth is at first the highest pitch, then the lowest, until it finally dissipates 
and a clear E♭ major harmony reposefully concludes this lullaby.   
 
Dança 
 The Petite Suite ends with a Dança in D minor. Written in 3/4, it is the only piece 
in the Suite that does not contain a meter change in the middle section. Although Fragoso 
did not specify what kind of dance this is, it features some of the typical characteristics of 
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 Like the other two pieces in the Petite Suite, the Dança is written in ABA’ form. 
The table below offers basic information about the Dança:  
Measures 1–39 40–77 78–111 
Section A B A’ 
Tempo Um pouco vivo95 changing Tempo I 
Time signature 3/4 3/4 3/4 











(bass note + chords) 
Table 3.9 Fragoso’s Dança: formal structure. 
 Section A can also be divided into a small ternary aba’ form. Part a is comprised of 
two nine-measure sentences, each of them being divided in a five-measure presentation (2 
+3) and a four-measure continuation (2+2). The Dança starts with a solitary low D octave 
on the first beat, which invites the melody to enter with a dotted rhythm on the next beat, 
and creates a slight lean on the second beat of the measure that recurs throughout the piece.  
 Besides the low octaves on the downbeat of some measures, both the melody and 
the bass line move predominantly by step. Linear motion is a characteristic that was also 
used in the Prelúdio. By using similar compositional techniques in different pieces, 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
95 Somewhat lively. 
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Fragoso creates a sense of cohesiveness throughout the Petite Suite, even though all the 
pieces are contrasting in character.   
 
 
Figure 3.26 Fragoso’s Dança: measures 1 to 14. 
 In the example above, we can also observe that Fragoso never employs the leading 
tone in this section and that scale degree six is moveable. These two characteristics make 
the music sound more modal than tonal. When scale degree six – B – is natural, the passage 
has the characteristics of a Dorian mode. When the B is flat, the music sounds Aeolian. 
This sense of modality is prominent throughout the Dança, whose harmony is rarely 
functional –  most dominant chords are minor and, when they are major, they do not resolve 
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As can be seen in the example below, measures 24 to 26 are built on a sequence of 
descending fifths, in which an A dominant seventh chord brings the music back to its initial 
D minor/D Dorian. 
 
  
Figure 3.27 Fragoso’s Dança: measures 22 to 27. 
	   Section A’ starts with the same nine-measure sentence that was heard at the 
beginning, but with a different last measure. This time, a six-measure cadential idea is 
presented instead of the repetition of the first sentence. Fragoso uses this cadential material 
to close section A and to modulate to C minor, the key of section B. Fragoso modulates 
from D minor to C minor using a IV9 chord in D minor, which becomes a dominant-ninth 
chord of the new key. 
 Section B does not contain the same dance-like character of the beginning. 
However, there are still reminiscences of section A through the use of dotted rhythms.   
This middle section presents an alternation between a daunting and a pleading character.  
 The rhythmic gesture of the first two measures of section B (measures 40 and 41) 
resembles two measures found in a Mazurka written by Júlio Neuparth (measures 13 and 
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Figure 3.29 Neuparth’s Alla Mazurka: measures 10 to 14. 
 Section B also includes features that had been used before in the Petite Suite, 
particularly the use of augmented triads with a dominant function. In figure 3.30, we see 
how a G augmented triad (enharmonic of an E augmented triad, as Fragoso wrote it) 
resolves to C minor in measure 60. Figure 3.31, shows a C augmented triad (enharmonic 
of the Ab augmented triad written by Fragoso) resolving into F minor (measure 66). 
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 Figure 3.31 Fragoso’s Dança: measures 60 to 65. 
 In order to modulate back to D minor for section A’, Fragoso suddenly employs a 
C major triad – the VII of D minor – instead of a C minor one. Without ever including a 
leading tone, the music continues in a passage with contrary-motion octaves to get to an A 
(scale degree 5 of D minor), which reaches the extremes of the keyboard. The same low 
octave A played by the left hand in measure 77 was used in the middle part of the Berceuse.  
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 Section A’ does not contain a small ternary aba’ as happened in the beginning. 
Instead of a’, Fragoso uses the same A major (dominant) triad at the end of b to initiate the 
coda of the Dança, in measure 103. 
 The coda (measures 103 to 111), which is built on the alternation of i and iv chords, 
also reveals Fragoso’s tendency to avoid functional harmony in the Dança. In the last 
passage, Fragoso uses a fully-diminished seventh chord in lieu of a dominant chord. This 
chord accentuates the dark and daunting character that was predominant throughout the 
Dança. This fully-diminished seventh chord and its resolution are played twice, first in 
fortissimo, and then in pianissimo. After a measure’s rest, the music ends with fortissimo 
D octaves on the extremes of the keyboard. The Dança is, therefore, the only piece in the 
Petite Suite that does not have a quiet, suspended ending. 
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The whole coda of the Dança is an exception in Fragoso’s writing style. Virtuosic 
passages are not very frequent in his music, but there are a few moments throughout his 
oeuvre that reflect the clear virtuosic influences of Liszt and Rachmaninov. This is the case 
in the last passage of the Petite Suite, where Fragoso explores the extremes of the keyboard 
with octaves and chords in accelerando and crescendo until the end.
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Nocturno in D-flat major 
  
The Nocturno in D-flat major represents one of Fragoso’s most accomplished 
pieces regarding form and musical content. Written in 1917, it is probably the last piece he 
wrote for solo piano, and he reviewed it several times. In 1918, Fragoso also decided to 
orchestrate this piece, making it the only orchestral work of his to which we have access. 
Although this analysis will focus on the first-written piano version of the Nocturno, a 
comparison with the orchestral version will be presented when it furnishes relevant 
additional information to enhance the understanding of the musical ideas presented in the 
piece.  
Written in a ternary ABA’ form, the Nocturno presents reminiscences of the 
musical language of composers Fragoso most admired, including some unmistakable 
quotations of particular works. However, Fragoso imbues the ideas borrowed from Chopin, 
Liszt, Rachmaninov, and Debussy with his own personal idiom. This contemplative and 
nostalgic, but also passionate and victorious piece, portrays in music some ideas Fragoso 
had been writing in his letters and essays. Fragoso tremendously missed his hometown of 
Pocariça while he was enjoying a busy life in the capital, Lisbon. Pocariça was quiet, 
familiar, and full of characteristic sounds, and landscapes that remained unchanged since 
his childhood. In Lisbon, on the other hand, Fragoso was exposed to a culturally and 
socially busy life, which allowed him to grow as a very knowledgeable artist.  
This dualism between traditional Pocariça and innovative Lisbon is somehow 
present in the Nocturno. Fragoso’s emotional and cultural ties to two different geographical 
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places made him realize that there is always something to long for. Therefore, while being 
satisfied in either location, Fragoso transmits a certain nostalgia and unsettledness, for he 
knows he cannot have the best of both worlds together. As a musical translation of this 
dualistic existence, the sound of the church bells and still waters, and the lush colors of the 
meadows cohabit with passionate avant-garde harmonies and culturally rich sound worlds.   
The ternary ABA’ form of the Nocturno is presented in the table below: 
Measures 1–19 18–80 79–106 
Section A B A’ 
Key D♭ major 
D♭ major, 
A minor, E major, 
D♭ major 
D♭major 
Table 3.10 Fragoso’s Nocturno in D♭ major: formal structure. 
 As the previous table shows, sections A and A’ are considerably shorter than the 
middle section. Fragoso uses section B not only to modulate to and tonicize various keys, 
but also to explore a range of different characters that contrast with the outer parts of the 
piece. The development of the musical ideas in this section almost transforms this piece 
into a ballade, in the sense that there is a narrative idea behind the music.  
The beginning of Fragoso’s Nocturno in D♭ major immediately relates to Chopin’s 





Figure 3.34 Chopin’s Nocturne in D♭ major, Op. 27 No. 2: measures 1 to 3. 
 
 
Figure 3.35 Fragoso’s Nocturno in D♭ major: measures 1 to 3. 
 Both Chopin’s and Fragoso’s nocturnes are written in the key of D♭ major and 
have a two-measure left-hand introduction before the melody comes in. Furthermore, they 
have an almost identical tempo marking and very similar opening melodies. However, 
while Chopin opens his piece with a D♭ major broken arpeggio, Fragoso adds a seventh – 
C – and then a sixth – B♭ – to the D♭ major harmony. Fragoso’s fondness for opening a 
piece with an added-sixth chord has been recurrent since his first compositions, including 
his third Mazurka, analyzed above.   
 Fragoso’s introduction also includes an accentuated ascending melodic motive – F, 
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comes in with a lyrical and nostalgic melody that surprises with its always interweaving 
ascending and descending motions built on top of the same left-hand ostinato. In measure 
8, the second phrase brings a harmonic difference – an A♮ instead of A♭– that heralds the 
beginning of a change in character.  
This slightly more agitated passage (measures 8 to 19) presents new harmonies and 
an increase in dynamic. After the D♭ augmented triad heard in measure 8, with the use of 
the A♮, a succession of pre-dominant chords builds tension to an A♭ low octave that can 
be perceived as a dominant pedal. However, Fragoso does not employ an A♭ major chord 
above the left-hand pedal note. Instead, he presents bell-sounding harmonies (iii, ii, and 
IV) built on a scalar descending bass line, until they reach a ii-V-I cadence in measure 17.  
 
 
Figure 3.36 Fragoso’s Nocturno in D♭ major: measures 15 to 19. 
 In order to avoid reaching a D♭ major harmony abruptly after the planing chords, 
Fragoso concludes the cadence with a double 2-1 and 6-5 suspension. This idea, which is 
repeated twice, happens above the left-hand ostinato that appeared at the very beginning of 
the piece. When measure 20 starts, we understand that the previous two measures had a 
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hand, they presented a two-measure introduction to measure 20, where the melody from 
the beginning comes back in octaves and initiates section B, the development of the 
Nocturno. Therefore, measures 18 and 19 belong to both sections A and B.  
 The middle section presents new and old thematic materials, passing through 
various key areas without staying in any of them for too long. Moreover, the character 
becomes progressively more agitated, until it reaches the climax in measure 63, in a 
passionate and victorious passage.  
 After starting with a reprise of the initial theme in octaves, as mentioned before, 
Fragoso uses a chromatic linear motion in the bass line to move away from the initial key 
of D♭ major. In measure 24, the bass moves down a semitone from D♭ to C, creating a C 
dominant chord. In measure 25, the bass moves back up a semitone, but this time, through 
the use of enharmonic spellings, Fragoso reaches an F augmented triad in second inversion 
(or an A augmented triad, enharmonically, which is the dominant of D). As seen in the 
Petite Suite, Fragoso moves only one note, the bass, and resolves the augmented triad into 
a D minor chord. This way, Fragoso moved from D♭ major to D minor, two distant key 
areas, using only a three-chord progression. 
 A linear motion of the bass line continues to be a structural element in this section. 
After reaching D minor in measure 25, Fragoso continues to use ascending motion in the 
bass (D, E, F) to get to F major in measure 28. This chord is the beginning of a two-measure 
pause in the progression, in which the harmony switches between F major and D minor 
chords, always with an added sixth in the soprano. The harmonic progression continues 
again from D minor, in the second part of measure 29 to once more arrive to an F in the 
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bass, passing through E♭ and E♮	 dominant seventh chords. This time, there is a whole-
tone scale starting from F, which acts as a dominant to the new key area of B♭ that presents 
another succession of dominant seventh chords.  
 It is interesting to note that the melodic motive – B♭5, E5, F5 – created by the 
sequence of dominant seventh chords in measure 32 is an approximate inversion of the 
pitches F4, C5, B♭4 from the opening tune (see figure 3.35). 
 
 
Figure 3.37 Fragoso’s Nocturno in D♭ major: measures 29 to 32. 
 A varied sequence of chords starting from B♭ takes the music to A minor, in 
measure 35. This passage (measures 35 to 37), whose texture seems to be inspired by 
Rachmaninov’s Prelude Op. 3 No. 2, is the beginning of a long section with increasing 
tension, speed, and dynamic that builds up to the climax. Probably inspired by Debussy, 
Fragoso builds up to the climax of his Nocturno in waves of sound.  
The first wave starts in measure 29 with a C♯ dominant ninth chord, in which there 
is a texture change with a descending, anguished melody accompanied by a chromatic left 
hand in sixteenth-notes. The C♯ dominant ninth chord resolves to F♯ minor in measure 
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above in measure 48. This time, an E♭ dominant ninth chord resolves to A♭ minor two 
measures later.  
  After passing through A minor and F major, in measure 52, the music reaches a 
homophonic texture and calm character for the last time before the climax. This three-
measure passage in B♭ minor presents distant bell-like sonorities. These bell sounds 
become progressively more present and continue through the beginning of the last wave, 
in measure 55. The eight measures leading up to the climax use a sequence of descending 
fifths – C♯, F♯, B, and E – to reach the key of E major. 
 
 
Figure 3.38 Fragoso’s Nocturno in D♭ major: measures 55 to 62.  
 Besides using this sequence to build up to the climax, in measures 61 and 62, 
Fragoso writes a descending scale in octaves on the left hand, and an ascending scale in 
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a stretch of the tempo, build even more tension that culminates in the arrival to E major, in 
measure 63. Fragoso’s choice for the E major key for the climax of the piece shows, once 
more, his fondness for third relationships. Enharmonically, E major is a minor third above 
D♭, the initial key, and Fragoso presented us two main moments in the parallel enharmonic 
key of C# minor, in the development section. 
  The nostalgic melody heard at the beginning of the piece is now passionate and 
triumphant, with full chords and a left-hand accompaniment in octaves. To go back to the 
initial key and character, Fragoso presents the same melody in G major (measure 69), 
which is followed by repeated fragments of the theme in E♭ minor.    
 After three repetitions of the same motive, the E♭ minor seventh chord presented 
in measure 78 is now heard as a ii7 in D♭ major, not only bringing the music back to the 
original key, but also repeating the same three measures that had been used to transition 
from section A to section B. This fact makes us perceive the middle section as an arch that 
starts and ends exactly the same way. Once more, measures 79 and 80 (the same as 18 and 
19) function as the last two measures of section B and the first two of section A’.  
 Section A’ presents a quieter repetition of the beginning of the Nocturno. This time, 
the A♭ pedal does not exist. Instead, Fragoso presents a sequence of planing dominant 






Figure 3.39 Fragoso’s Nocturno in D♭ major: measures 93 to 98. 
An eight-measure coda (measures 99 to 106) starts with a fragmented reminiscence 
of the bell-like sounds heard in measures 52 to 54. The high register and extremely soft 
dynamic makes us hear this passage as a memory, possibly representing Fragoso’s longing 
for the bell sounds of his village. A metaphor can also be applied to the last four measures. 
A final ascending sound wave reminds us of the turbulent left hand in the development. 
However, this passage has a calm and delicate character as if it were a memory of the 
murmurs of the fountains Fragoso enjoyed listening to (see footnote 41). 
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Historical Notes and Sources 
 Três Mazurcas is a set of three contrasting Mazurkas that Fragoso finished in 1914. 
Fragoso wrote a pencil manuscript that contains only the first two Mazurkas. This 
manuscript does not include any tempo, dynamic, or expression marks. It also does not 
have a written-out version of sections A’, but rather indicates that section A should be 
repeated at the end. Furthermore, it does not contain the synthesis at the end of the first 
Mazurka (last 8 measures).97 The only complete manuscript with the three Mazurkas is 
dated "Pocariça, January 7, 1914” and signed by Fragoso, even though the handwriting 
does not seem to be his. This manuscript written in ink is the only extant source for the 
third Mazurka and the only complete version of the first two Mazurkas. In the ink 
manuscript, the Três Mazurcas received an opus number 2. However, Fragoso repeated 
this opus number for his Piano Trio in 1916. For this reason, this edition does not include 
an opus number. This set has never been published.  
There are a few discrepancies between the two sources in the musical text of the 
first Mazurka, which will be presented below.  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
96 As explained in Chapter Three, Fragoso might have written the work Mazurca with a 
“C” to conform with Portuguese, which does not include the letter “K.” However, it is 
interesting to notice that in the pencil manuscript, the word Mazurka is always written with 
a “K.” 




 The following notes provide an explanation for all editorial decisions that were made 
for the instances in which there were discrepancies between the two sources.  
 
Mazurca I 
	   The ink manuscript provides a tempo and character indication for the first Mazurka, 
“Vivo mas com muita graça e sentimento,”98 as well as specific pedal markings that were 
reproduced in this edition. 
 Measures 14, 16 and 25: in the pencil manuscript, the right-hand rhythm has two 
dotted quarter notes. This edition complies with the ink manuscript, which has a quarter 
note followed by a half note. 
 Measures 30, 34, 38, 40 and 42: in the pencil manuscript, the right-hand rhythm has 
a dotted quarter note followed by three eighth notes. This edition complies with the ink 
manuscript, which has a half note followed by eighth-note triplets. 
 Measure 32: the last pitch of the right-hand grace notes is a C5 in the pencil 
manuscript and a B4 in the ink manuscript. I have decided to write a C5 in this edition 
because it follows the same melodic pattern written in measure 36.  
 Measure 44: the ink manuscript has a repeat sign at the end of this measure, 
indicating that measures 30 to 44 should be repeated. This is clearly a misinterpretation of 
the da capo sign written in the pencil manuscript. As mentioned before, the pencil 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
98 Lively, but graciously and with sentiment. 
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manuscript does not include section A’, and a da capo al segno sign was used to indicate 
the repetition of part A.  
 
Mazurca II 
The ink manuscript indicates that this Mazurka should be performed “Com 
sentimento doloroso.”99 
Measures 2, 4, 6, 8, 11, 13, 15, 17, 42, 44, 46, 48, 51, 53, 55, and 57: there is an 
inconsistency between the two manuscripts regarding whether or not the left-hand third 
beat is accentuated at the end of each melodic motive, throughout the various repetitions 
of the same musical material. However, all of them are accentuated at same point. 
Therefore, this edition includes an accent in all of them.  
Measures 36, 37, 38, and 39: the ink manuscript does not have an accent on the left-
hand octaves of the third beats of measures 36 and 38 and the first beats of measures 37 
and 39. These accents exist in the pencil manuscript and were included in this edition. 
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Historical Notes and Sources 
 António Fragoso wrote two manuscripts of the Petite Suite. One, written in pencil, 
contains only the first two movements, titled “She laments her fate” and “Berceuse of the 
children who fall asleep.” This manuscript does not have a date, but it clearly preceded the 
other one, considering that it does not feature any dynamics or expression marks and it 
contains a passage that was crossed out and not included in the final version. Fragoso wrote 
the complete manuscript in ink, which is signed and dated “Lisbon, January 1915.” This 
manuscript includes a cover and three movements: Prelúdio, Berceuse, and Dança. The 
titles that had been given to the first two movements were crossed out in this final version. 
In António Fragoso’s collected materials there is another manuscript – an undated copy 
signed by Viriato Fragoso, António’s father.  
 Besides the three manuscripts, there are two published editions of this triptych 
work. The Petite Suite was published twice by Valentim de Carvalho Editions in 
“Composições Musicais – 1º Caderno,” with a preface written by Adriano Merêa, on April 
15, 1923. Nevertheless, it is not known who revised the works, and neither of the editions 
has a publication date. However, the first edition has the publisher’s address at Rua da 
Assunção, where Valentim de Carvalho was based until the late 1920s. This confirms that 
the first edition was published shortly after the composer’s death, probably in 1923, when 
the preface was written, or soon after.    
 When the second edition came out, Valentim de Carvalho was already located at 
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Rua Nova do Almada. It is possible that this second edition was published in the 1980s, 
according to information provided by Eduardo Fragoso, the composer’s nephew.100 
Besides the two Cadernos de Composições Musicais, Valentim de Carvalho had also 
planned to publish all the other works of António Fragoso. However, this project was 
interrupted due to a catastrophic fire in Chiado, Lisbon, which destroyed everything 
Valentim de Carvalho had in its offices. After this incident, Valentim de Carvalho did not 
recover this project.  
 This critical edition of the Petite Suite is based on the three known manuscripts of 
this work: an incomplete pencil manuscript and an ink manuscript written by António 
Fragoso, and a copy made by Viriato Fragoso. Afterword, I will present a list of 
discrepancies found between the manuscripts and the two editions that were published by 
Valentim de Carvalho.  
 
Critical Commentary 
 The following notes provide an explanation for all editorial decisions that were 
made for the instances in which the information provided by the two manuscripts and the 
copy was not clear, or in which there were discrepancies among the different sources. 
 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  




The ink manuscript indicates at the beginning that the piece should be performed 
Com Ped. However, there are no other specific suggestions regarding the damper pedal 
throughout the entire piece. As a tempo marking, Fragoso wrote “Andante lamentoso.” The 
suggestions “muito ligado”101 and “com muita expressão”102 were written in the first 
measure, below the melody.  
 Measure 7: in both the ink manuscript and Viriato’s copy, there is a natural sign 
missing for the left-hand A3. However, the natural sign is written in the pencil manuscript. 
This A natural makes sense, since there is an F major harmony, with a dominant function 
of B♭ minor, which can be heard from the second half of the previous measure. 
Furthermore, in measure 68, where the music is identical, the A is natural in the two 
manuscripts and the copy.  
 Measure 61: in the ink manuscript, the D5 of the right hand’s first beat has a flat 
added in pencil. However, the handwriting does not seem to be Fragoso’s. There is no 
information regarding the left-hand D. Nevertheless, considering that the D♭ has been used 
since measure 57 to announce the imminent arrival of part A’, in B♭ minor, it is clear that 
both Ds in this measure are flat.   
 Measures 62 to 76: in the ink manuscript, como atrás103 is written in measure 62, 
implying that all dynamics and expression marks written from measures 1 to 15 should be 
repeated in measures 62 to 76.     
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
101 Very connected. 
102 With a lot of expression.  




The ink manuscript indicates at the beginning that the piece should be performed 
Com Ped. However, there are no other specific suggestions regarding the damper pedal 
throughout the entire piece.  
Measure 2: in the ink manuscript, it is written simile sempre, probably referring to 
the dynamic marks written in the first measure, which should be repeated any time this left-
hand arpeggio shape is played.  
Measure 5: see comment to measure 55.  
Measure 23: in the pencil manuscript, the last eighth-note of this measure has only 
one note, B♭2; in the ink manuscript and in Viriato’s copy, the last eighth-note has two 
pitches, B♭2 and D3. This last option does not seem viable, considering the melodic 
pattern that has been established throughout the whole piece.  
Measure 29: the ink manuscript has the sign sem rit.104 written on the third beat of 
the measure. Viriato’s copy says only rit., which must be a graphical error.  
Measure 30: in the ink manuscript, there is a natural sign on both the right- and the 
left-hand E (E6 and E4, respectively), which was added in pencil. This correction was 
applied to this edition.  
Measure 41: the natural sign in both the right- and the left-hand Cs (C4 and C6, 
respectively) was added in pencil in the ink manuscript, and is written in Viriato’s copy. 
Although the natural signs do not seem to be have been written by the composer, they 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
104 Without rit. 
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provide a harmonic continuation of the previous measure, in which the C was already 
natural.  
Measure 48: the manuscripts and the copy do not have a slur above the first-beat 
triplets in this measure. However, it makes sense to add a slur, considering that this passage 
is similar to the slurred passages in measures 34 and 35. 
Measures 52 and 53:  the ink manuscript and Viriato’s copy exhibit a crescendo 
sign from the third beat of measure 52 to the first beat of measure 53. This crescendo raises 
some questions, considering that it is followed by the indication como atrás105 and, at the 
beginning of the piece, the dynamic was piano. The performer can decide whether to 
continue the crescendo or play a subito piano on the downbeat of measure 53.  
Measures 53 to 78: as said before, the indication como atrás appears in measure 53, 
and the composer does not write any other dynamics or expression marks until measure 79. 
Therefore, in this edition I repeat all of the dynamics and expression marks written from 
measures 3 to 28, in measures 53 to 78.  
Measures 5 and 55: in measure 5, in the pencil manuscript, the third eighth-note 
triplet of the third beat is an A4. In the ink manuscript, this pitch is a G4, but it has been 
corrected to the A4 above in handwriting that resembles the composer’s. However, in 
measure 55, this note appears as a G4 (without any correction) in the ink manuscript. 
Viriato’s copy has G4 in both measures. It is debatable whether we should consider the 
information provided by this copy as definitive, considering that Viriato Fragoso did not 
have any musical training, and other errors have been found in his copies. In this edition, I 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
105 As before. 
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propose that this note should be an A4 in measure 55, primarily because in the pencil 
manuscript, the composer did not write part A’ (measures 53 to 78). Instead, he indicated 
that part A should be repeated after part B. Therefore, there should not be any text changes 
between measures 3 to 28 and 53 to 78.  
 
Dança 
The ink manuscript indicates at the beginning that the piece should be performed 
Com Ped. However, there are no other specific suggestions regarding the damper pedal 
throughout the entire piece.  
Measure 3: the chord on the second beat of the right hand does not have a roll sign 
in both the ink manuscript and Viriato’s copy However, this seems to be an error, 
considering that when this passage repeats in measure 82, this same chord is rolled in both 
sources. 
Measures 24 and 25: in both measures, in the ink manuscript, there is an alteration 
made in pencil to the upper note of the left-hand third beat. In measure 24, the C♯4 was 
corrected to E♯4, and in measure 25, the E4 was changed to G4. This alteration was 
repeated in measures 101 and 102 and was adopted in Viriato’s copy. This correction 
produces a very different effect from the original, and we do not know whether or not it 
was made by the composer. The minor triad with a major seventh that can be heard with 
this alteration in measure 24 does not appear anywhere else in this piece. Therefore, it 
sounds out of the harmonic context established in the Dança. For this reason, I have 
decided not to include this alteration in this edition. 
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Measure 51: the tie that connects the right-hand A5 from the last sixteenth-note to 
the first beat of measure 52 was added in pencil, in the ink manuscript. This tie makes 
complete sense, not only because it follows the rhythmic pattern from the rest of the 
passage, but also because the “second half” of the tie was already written at the beginning 
of measure 52. 
Measure 56: the tie that connects the right-hand A5 from the last sixteenth-note to 
the first beat of measure 57 was added in pencil in the ink manuscript. Following what 
happens in measure 51, this tie makes sense, not only because it follows the rhythmic 
pattern from the rest of the passage, but also because the “second half” of the tie was 
already written at the beginning of measure 57.  
Measure 62 to 63: this time, in the ink manuscript, there is no tie on the upper right-
hand note, from one measure to the other, which may or may not be an error. Although this 
passage starts in a similar way to the previous ones, it has a different ending. Therefore, it 
is not possible to determine if the absence of a tie was intentional. To maintain a 
cohesiveness in the passage, this edition includes a tie between these two measures as well.  
Measure 76: the natural signs on both the left-hand A1 and A2 were added in pencil 
in the ink manuscript. These two As have a natural sign in Viriato copy. In the ink 
manuscript, the right-hand octave E has a higher octave sign above it. However, this sign 
is not written in Viriato’s copy. 
Measure 77: the ink manuscript does not have a natural sign on any left- or right-
hand As (0, 1, 6, and 7). A flat sign was added, in pencil, on the left-hand A1. However, 
the A♭ does not seem to make musical sense, considering that the A was natural in measure 
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74 and that the A is scale degree 5 in D minor, in which key the music continues in measure 
78. The A natural functions as a dominant, which resolves on the tonic D minor in measure 
78, integrated in a sequence of descending perfect fifths – E, A, D. Furthermore, the left-
hand lower A♭0 does not exist on the piano keyboard, which reinforces the idea that all 
the As should be natural. Viriato’s copy is missing both the higher and the lower octave 
signs, which are written in the ink manuscript. 
Measure 78: the indications p and a tempo are not written in the ink manuscript. 
Once more, the composer uses the designation como atrás to repeat part A. This presumes 
that all dynamics and expression marks, as well as all rolled chords’ indications and lower 
octave signs from measures 1 to 25, should be applied to measures 78 to 102.  
 Measure 109: in Viriato’s copy there is a ff sign in this measure, which does not 
correspond to what is written in the ink manuscript and therefore must be an error.  
 
Valentim de Carvalho Editions 
The two editions by Valentim de Carvalho have been the only available sources for 
the Petite Suite's musical score until now. Since these versions have some text errors, these 
inaccuracies have been included in the performance practice of this piece. Therefore, it is 
relevant to list all the discrepancies that exist between the manuscripts and the Valentim 
de Carvalho editions. Most of these inaccuracies have to do with dynamics and expression 
marks. Since the manuscript in pencil did not include any of those, the complete manuscript 
in ink will be used for the following comparison, unless otherwise mentioned. Listed below 
is all the information that is included in the manuscript but is missing or written 
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inaccurately in the Valentim de Carvalho editions. Although Valentim de Carvalho 
published the Petite Suite twice, there are only three differences in the musical text of these 
two editions, all in the Dança. 
  
Prelúdio 
All the pedal markings written in the Valentim de Carvalho edition were added by 
the publisher. The manuscript indicates that the piece should be performed with pedal, but 
no further details are given. Furthermore, following what happens in measure 2, which can 
be observed in the manuscript below, all the ornaments were written as eighth-notes and 
not as sixteenth-notes. There are ornaments in measures 2, 9, 18, 21, 63, 70, 72, and 85. 
 
 
Figure 4.1 Fragoso’s Prelúdio (ink manuscript): measures 1 to 4. 
 
Measures 3 and 4: there is a diminuendo from the last three eighth-notes of measure 
3 to the downbeat of measure 4.   
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 Measures 6 and 7: it is written only diminuendo and ritardando. The modifier “um 
pouco” was added by Valentim de Carvalho. 
Measure 8: there is a crescendo sign from the first to the last right-hand eighth 
notes. 
 Measures 9 and 10: there is a diminuendo sign from the second half of measure 9 
to the second half of measure 10. 
 Measure 13: there is a crescendo sign throughout the whole measure.  
 Measure 14: there is a diminuendo sign throughout the first half of this measure.  
 Measure 15: the diminuendo sign is written throughout the whole measure. There 
is a rit. sign in the second half of this measure.  
  Measure 17: there is a mf at the beginning of the measure, as well as a crescendo 
sign for the last three eighth notes.  
 Measures 18 and 19: there is a diminuendo sign from the beginning of measure 18 
to the beginning of measure 19.   
 Measures 20 and 21: the text simile e um pouco agitado is written throughout these 
two measures.  
 Measures 22 and 23: the text crescendo muito is written throughout these two 
measures.  
 Measures 25, 26, and 27: the text com paixão e crescendo sempre is written 
throughout these three measures.  




 Measure 29: the tempo and dynamic marks are written in the opposite order – a 
tempo mf.  
 Measure 33: the diminuendo sign is not in the manuscript, but there is a pp written 
on the downbeat of this measure. 
 Measures 34 a 58: the left-hand slurs are not written in the manuscript.  
 Measure 34: there is a crescendo sign between the second to the third beats of this 
measure. 
 Measure 38 and 39: there is a crescendo sign from the third beat of measure 38 to 
the downbeat of measure 39. 
 Measures 39 and 40: there is a diminuendo sign from the third beat of measure 39 
to the first beat of measure 40.  
 Measure 42: the crescendo marking is written on the second beat of this measure. 
 Measure 44: the sf sign is not in the manuscript.  
 Measures 48 and 49: the diminuendo sign is written until the second beat of measure 
49. 
 Measure 50: the manuscript contains only the pp sign. The dim. sempre marking 
was added by Valentim de Carvalho. 
Measure 53: there are no dynamic markings in this measure. The ppp sign was 
added by Valentim de Carvalho. 
 Measures 54 and 55: it is written com sentimento throughout these two measures. 
There is no dynamic marking. The pp sign was added by Valentim de Carvalho. 
	  	  
106 
 Measures 58 and 59: there is a diminuendo sign from the third beat of measure 58 
to the downbeat of measure 59. 
 Measures 78 to 82: the text um pouco agitado e crescendo sempre is written until 
the downbeat of measure 82. 
 Measures 82 and 83: there is a diminuendo sign from the last eighth-note of measure 
82 to the downbeat of measure 83. 
 Measure 84: e um pouco diminuendo is written after the pp sign. It goes until the 
downbeat of measure 86.  
 Measure 86: the rit. sign is written only in the second half of the measure.   
 Measure 87: the ppp sign is written in the second half of this measure.   
 
Berceuse 
The manuscript indicates that the piece should be performed with pedal, but no 
further details are given. 
Measures 1 to 33: there are no slurs written on the left hand.  
Measure 1: there is a crescendo sign from the first to the third beat. There is a 
diminuendo sign from the third beat to the end of the measure.  
Measures 3 to 5: the slur is written from the downbeat of measure 3 to the downbeat 
of measure 5. 
Measure 3: the mf sign is not in the manuscript. The ornament at the beginning of 
the third beat is not spelled out but written as an upper mordent. 
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Measure 6: the left-hand B♭5 and D6 should be played simultaneously with the 
right-hand G4. This chord lasts for a half-note and is followed by a half-rest, which 
completes the remainder of the measure.  
Measure 7: the marking sempre p is written in measure 7. 
Measures 12 and 13: there is a crescendo sign from the downbeat to the third beat 
of each of these measures.  
Measure 15 to 16: there is a crescendo sign from the downbeat to the third beat of 
each of these measures.  
Measure 17: it is written dim.. 
Measure 19: it is written a tempo. 
Measure 25: the ornament at the beginning of the third beat is not spelled out but is 
written as an upper mordent. 
Measure 28: the right-hand slur is not written in the manuscript (neither is the left-
hand one, as I explained in the first comment). 
Measure 29: the marking sempre ligado is not in the manuscript. 
Measures 30 and 31: there is a crescendo sign from the downbeat to the third beat 
of each of these measures. There is a diminuendo sign missing from the third beat to the 
end of each of these measures.  
Measure 31: on the first beat, the right-hand notes are: G5 (instead of F5), B♭5,  
D♭6, G6 (instead of F6). 




Measures 32 and 33: the rit. sign is written from the third beat of measure 32 to the 
downbeat of measure 33. 
Measure 34: the tempo marking is Menos. The marking Um pouco mais lento was 
added by Valentim de Carvalho. There are two slurs above the first and the second-beat 
triplets. 
Measure 35: there is a slur above the first-beat triplets.  
Measure 36 and 37: there is a crescendo sign from the fifth beat of measure 36 to 
the downbeat of measure 37. 
Measures 37 and 38: there are two slurs above the first and the second-beat triplets. 
The diminuendo sign that starts on the fourth beat of measure 37 should go until the 
downbeat of measure 38. 
Measure 38: there is a slur above the first-beat triplets.  
Measure 40: it is written com muita expressão. 
Measure 41: there is a diminuendo sign from the first to the second beat of this 
measure.  The natural sign on the left-hand A5 written in the Valentim de Carvalho editions 
is clearly a graphical error. That natural sign must have been intended for the left-hand C6. 
Measures 41 and 42: the double bar line from measure 41 to measure 42 is not in 
the manuscript. 
Measure 46: there is a diminuendo sign throughout the whole measure. In the 
manuscript in pencil, the quarter notes are accented. However, this marking was not 
included in the manuscript in ink.  
Measures 46 and 47: these two measures are separated by a double bar line.  
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Measure 47: there are two slurs above the first- and the second-beat triplets.  
Measures 48 and 49: the double bar line from measure 48 to measure 49 is not in 
the manuscript. 
Measures 49 to 50: there is a crescendo sign from the first beat of measure 49 to 
the last beat of measure 50. 
Measure 51 and 52: there is a crescendo sign from the last beat of measure 51 to 
the downbeat of measure 52. 
Measures 53 to 78: there is the indication como atrás106 in measure 53, and the 
manuscript does not have any other dynamics or expression marks until measure 79. 
Therefore, all the comments written about measures 3 to 28 apply to measures 53 to 78 as 
well.  
Measure 79 to 81: it is written diminuendo até ao fim107 throughout these three 
measures.  
Measures 82 and 83: there is a diminuendo sign from the downbeat of measure 82 
to the downbeat of measure 83. 
Measures 83 to 84: the pp, on measure 83, is followed by a dotted line until the end 
of the last measure.  
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The manuscript indicates that the piece should be performed with pedal, but no 
further details are given. 
Measures 3 and 4: the crescendo sign goes from the beginning of measure 3 to the 
downbeat of measure 5. 
Measures 4 and 5: there is a diminuendo sign from the second beat of measure 4 to 
the first beat of measure 5. 
Measures 6 and 7: there is a diminuendo sign from the second to the third beats of 
both of these measures.  
Measures 8 and 9: there is a diminuendo sign from the beginning of measure 8 to 
the downbeat of measure 9.  
Measure 14: there is a diminuendo sign throughout this measure.  
Measure 15: there is a diminuendo sign from the second to the third beat of this 
measure. 
Measure 16: there is a diminuendo sign from the second to the third beat, which is 
reinforced by the dim. marking at the beginning of this measure.  
Measure 17: the dynamic marking is pp, instead of p, followed by a diminuendo 
sign from the second to the third beat.  
Measures 19, 20, and 21: in each one of these measures, the right-hand slur goes 
from the F♯6 at the beginning of the grace notes until the octave B. 
Measure 19: the dynamic marking is pp, instead of mp. There is a lower octave sign 
on the left-hand octave E.   
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Measure 20: there is a lower octave sign on the left-hand octave E. Although this 
octave sign was included in the first edition, it was removed from the second one. 
Measure 21: there is a crescendo sign from the second to the third beat. 
Measure 22: in both the manuscript and the Valentim de Carvalho edition it is not 
clear that the chord on the first beat of the left-hand is not an octave higher; only the right-
hand passage is to be played an octave higher. 
Measure 22: there is a diminuendo sign from the second to the third beat. 
Measure 23: there is a diminuendo sign from the first to the third beat. 
Measure 24 and 25: there is a diminuendo sign from the second to the third beat of 
each of these measures.  
Measure 25: there is a sign to roll the chord on the second beat, throughout the two 
hands. 
Measure 26: it is written como atrás, instead of simile. However, both expressions 
communicate the same idea.  
Measure 28: there is a lower octave sign for the left-hand D octave. 
Measures 34 and 38: it is written crescendo sempre, followed by a dotted line until 
the end of the measure. The f sign in measure 36 is not in the manuscript. 
Measure 36: the right-hand chord on the first beat should be rolled.  
Measures 36 and 38: the left-hand slurs are not in the manuscript. 
Measure 40: there is a due corde sign, una corda in the current nomenclature. 
Measures 44, 45, and 46: there is a diminuendo sign from the second to the third 
beats of each of these measures. 
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Measure 47: the indication ret. is not in the manuscript. 
Measure 48: the indication a tempo e express. is not in the manuscript. 
Measure 50: there is a tie between the two C minor chords, from the first to the 
second beat. 
Measure 51: there is a diminuendo sign throughout this measure. 
Measure 52: there is a diminuendo sign throughout this measure.  
Measure 54: there is a p sign written at the beginning of the measure.  
Measure 62: pp, instead of p, appears on the third beat. 
Measures 64 and 65: the crescendo sign starts on the second beat of measure 64 
and has a dotted line until the end of measure 65.  
Measure 65: there is a sf sign on the second beat. 
Measure 66: there is a sf sign on the second beat. 
Measure 68: there is a natural sign on the right-hand B5 at the second eighth-note 
of the second beat. As a consequence, the B5 on the third-beat chord should also be natural. 
Measure 71: there is a lower octave sign on the left-hand C octave. 
Measure 74: there is a higher octave sign on the right-hand first-beat chord. Instead 
of the diminuendo sign, it is written dim. on the third beat of measure 74, followed by a 
dotted line until the end of measure 75. 
Measure 75: there is a higher octave sign on the right-hand first beat. After that, 
there is a tie connecting the C octaves from the last sixteenth-note of the first beat to the 
second beat. The indication ret. is not written in the manuscript. 
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Measure 76: a higher octave sign to the right-hand octave E is missing in Valentim 
de Carvalho’s first edition only. 
Measure 77: a lower octave sign to the left-hand octave A is missing in Valentim 
de Carvalho’s first edition only. 
Measure 78: the indications p and a tempo are not written in the manuscript. Once 
more, the composer uses the designation como atrás to repeat part A. This presumes that 
all dynamics and expression marks, as well as all rolled-chord indications and lower-octave 
signs from measures 1 to 25, should be applied to measures 78 to 102.  
Measure 101: only accelerando is written. The indication e cresc. was added by 
Valentim de Carvalho. 
 Measure 103: it is written muito vivo e forte.108 
 Measures 104 to 107: it is written acelerando e crescendo sempre, followed by a 
dotted line until the end of measure 107. 
 Measure 108: the ink manuscript indicates that the entire second-beat chord should 




	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  












¶ ¡ ¡ ¡ ¡ ¡
¡¡¡ ¡¡¡ ¡¡¡ ¡¡¡ ¡¡¡ ¡¡¡
$QGDQte ODPeQtRVR
 muito ligado e com muita expressão 
com
¡ ¡ ¡ ¡ ¡ ¡
¡¡¡ ¡¡¡ ¡¡¡ ¡¡¡ ¡¡¡ ¡¡¡
¡ ¡ ¡ ¡
¡¡¡O ¡¡¡ ¡¡¡ ¡¡¡ ¡¡¡ ¡¡¡
¡ ¡O ¡ ¡O





5 ¡O ¡D ¡O ¡
¡¡¡DOO ¡¡¡ ¡¡¡ ¡¡¡ODD ¡¡¡ ¡¡¡
ËO ¶ K¡"
¡¡¡DO ¡¡¡ ¡¡¡ ¡¡¡ ¡¡¡ ¡¡¡
diminuendo e ritardando
Ë 	
¡¡¡O ¡¡¡ ¡¡¡   
¶ ¡ ¡ ¡ ¡ ¡
¡¡¡
u
¡¡¡ ¡¡¡ ¡¡¡ ¡¡¡ ¡¡¡
a tempo ¡ ¡ ¡ ¡ ¡ ¡





10 ¡ ,¡ ¡ ¡ ¡
¡¡¡O ¡¡¡ ¡¡¡ ¡¡¡ ¡¡¡ ¡¡¡
¡ ¡ ¡ ¡ ¡ ¡ K¡
¡¡¡D ¡¡¡ ¡¡¡ ¡¡¡¡O ¡¡¡¡ ¡¡¡¡
¡ ¡
¡¡¡D ¡¡¡ ¡¡¡¡ ¡¡¡¡ ¡¡¡¡ ¡¡¡¡
dim.








14   ,¡ ¡ ,¡
¡¡¡¡ ¡¡¡¡ ¡¡¡¡ ¡¡¡¡ ¡¡¡¡ ¡¡¡¡
¡ ,¡ ¡ K¡




¶ ¡ ¡ ¡ ¡ ¡
¡¡






Ao Emílio Dória Meunier











18 ¡ ¡O ¡O ¡ ¡ ¡ ¡O ¡O
¡¡
¡¡¡O ¡¡¡ ¡¡¡ ¡¡¡ ¡¡¡
Ë
¡¡
¡¡¡¡O ¡¡¡¡ ¡¡¡¡ ¡¡OO ¡¡
¶ ¡ ¡ ¡ ¡ ¡
¡¡
¡¡¡¡ ¡¡¡¡ ¡¡¡¡ ¡¡¡¡ ¡¡¡¡
simile e um pouco agitado 
¡ ¡ ¡ ¡ ¡ ¡ ¡ ¡
¡¡
¡¡¡ ¡¡¡ ¡¡¡ ¡¡¡ ¡¡¡
Ë
¡¡









23 ¶ ¡ ¡ ¡ ¡ ¡
¡¡
¡¡¡¡ ¡¡¡¡ ¡¡¡¡ ¡¡¡¡ ¡¡¡¡
Ë
¡¡OO
¡¡¡ ¡¡¡ ¡¡¡ ¡¡¡ ¡¡
¶ ¡ ¡ ¡ ¡ ¡
¡¡
¡¡¡ ¡¡¡ ¡¡¡ ¡¡¡ ¡¡¡com paixão e cresc. sempre
Ë
¡¡
¡¡¡ ¡¡¡ ¡¡¡ ¡¡¡ ¡¡
¶ ¡ ¡ ¡ ¡ ¡
¡¡











¡¡¡ ¡¡¡ ¡¡¡ ¡¡¡ ¡¡¡
 rit. e dim.



























34 Ë ¡  ¡¡  




Ë ¡  ¡¡  
¡ ¡ ¡ ¡
¡ ¡
Ë ËËË
¡O ¡ ¡ ¡O ¡
¡5
    ¡ ¡
Ë  
Ë ¡Ë  
¡ ¡ ¡ ¡
¡ ¡D
Ë ¡ËË











¡ ¡ ¡ËË ¡¡
¡ ¡ ¡
¡ ¡ ¡cresc.




¡O ¡ ¡O ¡
¡ ¡O
Ë À ¡ ¡
¡    





















¡ ¡ ¡ ¡
¡ ¡
¡    ¡
¡ ¡ ¡ ¡ ¡ ¡	 "
¡ ¡ ¡ ¶ ¡ ¡ ¡ ¶,¡ ,¡








51 ¡ ¡ ¡ ¶ ¡ ¡ ¡ ¶,¡
  ¶   ¶ ,¡
¡ ¡ ¡ ¶ ¡ ¡ ¡
¶





Ë ¡  ¡¡  
¡ ¡ ¡ ¡
¡ ¡com sentimento
Ë ¡  ¡¡  












57 Ë ¡  ¡¡D  
¡ ¡ ¡ ¡D
¡ ¡
mais Q
ËD ¡  ¡¡D  




K¡ ¶   ¡,¡¡D ¡¡
,¡¡D ¶   ¡¡
K¡D ¶   ¡,¡¡D







62 ¶ ¡ ¡ ¡ ¡ ¡
¡¡¡ ¡¡¡ ¡¡¡ ¡¡¡ ¡¡¡ ¡¡¡ muito ligado e com muita expressão 
7ePSR , ¡ ¡ ¡ ¡ ¡ ¡
¡¡¡ ¡¡¡ ¡¡¡ ¡¡¡ ¡¡¡ ¡¡¡
¡ ¡ ¡ ¡
¡¡¡O ¡¡¡ ¡¡¡ ¡¡¡ ¡¡¡ ¡¡¡
¡ ¡O ¡ ¡O





66 ¡O ¡D ¡O ¡
¡¡¡DOO ¡¡¡ ¡¡¡ ¡¡¡ODD ¡¡¡ ¡¡¡
ËO ¶ K¡"
¡¡¡DO ¡¡¡ ¡¡¡ ¡¡¡ ¡¡¡ ¡¡¡
diminuendo e ritardando
Ë 	
¡¡¡O ¡¡¡ ¡¡¡   
¶ ¡ ¡ ¡ ¡ ¡
¡¡¡ ¡¡¡ ¡¡¡ ¡¡¡ ¡¡¡ ¡¡¡
a tempo












70 ¡ ¡ ¡ ¡ ¡ ¡
¡¡¡ ¡¡¡ ¡¡¡ ¡¡¡ ¡¡¡ ¡¡¡
¡ ,¡ ¡ ¡ ¡
¡¡¡O ¡¡¡ ¡¡¡ ¡¡¡ ¡¡¡ ¡¡¡
¡ ¡ ¡ ¡ ¡ ¡ K¡
¡¡¡D ¡¡¡ ¡¡¡ ¡¡¡¡O ¡¡¡¡ ¡¡¡¡
¡ ¡







¡¡¡ ¡¡¡ ¡¡¡¡ ¡¡¡¡ ¡¡¡¡ ¡¡¡¡
  ,¡ ¡ ,¡
¡¡¡¡ ¡¡¡¡ ¡¡¡¡ ¡¡¡¡ ¡¡¡¡ ¡¡¡¡
¡ ,¡ ¡ K¡






77 ¶ ¡ ¡ ¡ ¡ ¡
¡¡ ¡¡¡ ¡¡¡ ¡¡¡
¡¡¡¡ ¡¡¡¡
um pouco agitado e crescendo sempre
¡ ,¡ ¡
¡¡
¡¡¡¡ ¡¡¡¡ ¡¡¡¡ ¡¡¡¡ ¡¡
¶ ¡ ¡ ¡ ¡ ¡
¡¡
¡¡¡ ¡¡¡ ¡¡¡ ¡¡¡ ¡¡¡
¡O ,¡ ¡
¡¡





81 ¶ ¡ ¡ ¡D ¡ ¡
¡¡DD
¡¡¡ ¡¡¡ ¡¡¡ ¡¡¡ ¡¡¡
¡ ¡
¡¡OO
¡¡¡ ¡¡¡ ¡¡¡ ¡¡¡ ¡¡¡
Ë







84 ¶ ¡ ¡ ¡ ¡ ¡
¡¡¡ ¡¡¡ ¡¡¡ ¡¡¡ ¡¡¡ ¡¡¡ e um pouco diminuendo
¡ ¡ ¡ ¡ ¡ ¡
¡¡¡ ¡¡¡ ¡¡¡ ¡¡¡ ¡¡¡ ¡¡¡









,¡ ¶ ¶   
























¡ ¡ ¡ ¡




ËËË ¡N ¡ ¡ ¡
¡ ¡ ¡ ¡








4 Ë ¡ ¡
¡ ¡ ¡ ¡
¡ ¡ ¡ ¡ ¡ ¡ ¡ ¡3
3 3
3
XX ¡ ¡ ¡
3
¡ ¡ ¡ ¡






PH ¡¡ ,¡¡ ¡¡ ¡¡ ¡¡
¡ ¡ ¡ ¡








¡ ¡ ¡ ¡
¡ ¡ ¡ ¡ ¡ ¡ ¡ ¡3
3 3 3
ËË ¡¡ ¡¡
¡ ¡ ¡ ¡
¡ ¡ ¡ ¡ ¡ ¡ ¡ ¡3
3 3 3
ËË Ë
¡ ¡ ¡ ¡
¡ ¡ ¡ ¡ ¡ ¡ ¡ ¡3
3 3 3
ËË Ë
¡ ¡ ¡ ¡













¡O ¡ ¡ ¡O ¡
¡ ¡ ¡¡¡OO 3
3
¡¡¡¡O  ¡¡¡¡O  ¡¡¡¡OO
 ¡¡¡¡O ¡¡¡O  ¡¡¡O  ¡¡¡O  ¡¡¡O 
ËËËË ¡¡¡¡OOO ¡¡¡¡


















¡¡¡¡D ,¡¡OD ¡¡ ¡¡O ¡¡
¡ ¡ ¡ ¡D
¡ ¡ ¡ ¡ ¡ ¡ ¡ ¡3
3 3 3
a tempo

















¡ ¡ ¡ ¡
¡ ¡ ¡ ¡ ¡ ¡ ¡ ¡3
3 3 3
ËË ¡¡ ¡¡
¡ ¡ ¡ ¡
¡ ¡ ¡ ¡ ¡ ¡ ¡ ¡3
3 3 3
ËË Ë
¡ ¡ ¡ ¡




¡ ¡ ¡ ¡









¡ ¡ ¡ ¡




N ¡ ¡ ¡
¡ ¡ ¡ ¡




¡ ¡ ¡ ¡




¡ ¡ ¡ ¡











¡ ¡ ¡ ¡




¡ ¡ ¡ ¡ ¡




sem rit. ËËËËD ËËËËO











¡ ¡ ¡D ¡ ¡ ¡D ¡ ¡ ¡O ¡ ¡ ¡3
3 3 3
ËËËËD À "
¡  ¡ ¡D ¡ ¡ ¡ ¡ ¡ ¡ ¡ ¡ ¡3











34 ËËËË ¡¡ ¡¡ ¡¡
¡ ¡ ¡ ¡ ¡
¡ ¡ ¡ ¡3
3
 e misterioso
0eQRV ËËËË ¡¡ ¡¡D ¡¡
¡ ¡ ¡ ¡ ¡









37 ËËËËDD ¡¡D ¡¡ ¡¡
¡D ¡ ¡D ¡ ¡
¡D ¡ ¡ ¡3
3
ËËËË ¡¡ ¡¡D ¡¡
¡ ¡ ¡ ¡ ¡





















40 ¡¡OO ¡¡ ¡ ËË ¡¡
¡¡





¡¡¡O ¡¡¡ ¡¡¡ ¡¡¡ ¡¡¡	 "
Ë
ËË
Ë ¡ ¡ ¡O Ë
3
  ¡¡     ¡¡
ËË






DDDDDD   
44
Ë ¡ ¡ ¡O Ë
3
  ¡¡¡     ¡¡
ËË
¡ ¡ ¡O K¡¡	
"
Q
¡ K¡ ¡O ¡ Ë  ¡¡¡O     ¡¡¡
¡¡
¡ ¡ ¡ ¡¡	 " 	
G
¡¡ ¡¡ ¡¡ ¡¡D ¡ "
¡O ¡ ¡ ¡ ¡¡
"
ËËËË ¡¡ ¡¡ ¡¡
¡ ¡ ¡ ¡ ¡











48 ËËËË ¡¡ ¡¡D ¡¡
¡ ¡ ¡ ¡ ¡
¡ ¡ ¡¡OO ¡¡OO ¡¡
3









¡ ¡ ¡ ¡









52 ËËË ¡¡ ¡¡¡¡
¡ ¡ ¡ ¡




N ¡ ¡ ¡
¡ ¡ ¡ ¡





¡ ¡ ¡ ¡
¡ ¡ ¡ ¡ ¡ ¡ ¡ ¡3
3 3
3
XX ¡ ¡ ¡
3
¡ ¡ ¡ ¡










PH ¡¡ ,¡¡ ¡¡ ¡¡ ¡¡
¡ ¡ ¡ ¡




¡ ¡ ¡ ¡
¡ ¡ ¡ ¡ ¡ ¡ ¡ ¡3
3 3 3
ËË ¡¡ ¡¡
¡ ¡ ¡ ¡







¡ ¡ ¡ ¡
¡ ¡ ¡ ¡ ¡ ¡ ¡ ¡3
3 3 3
ËË Ë
¡ ¡ ¡ ¡









¡O ¡ ¡ ¡O ¡
¡ ¡ ¡¡¡OO 3
3












64 ¡¡¡¡O  ¡¡¡¡O  ¡¡¡¡OO
 ¡¡¡¡O ¡¡¡O  ¡¡¡O  ¡¡¡O  ¡¡¡O 
ËËËË ¡¡¡¡OOO ¡¡¡¡


















69 ¡¡¡¡D ,¡¡OD ¡¡ ¡¡O ¡¡
¡ ¡ ¡ ¡D
¡ ¡ ¡ ¡ ¡ ¡ ¡ ¡3
3 3 3
a tempo ËË ËË
¡ ¡ ¡ ¡
¡ ¡ ¡ ¡ ¡ ¡ ¡ ¡3
3 3 3
ËË ¡¡ ¡¡
¡ ¡ ¡ ¡
¡ ¡ ¡ ¡ ¡ ¡ ¡ ¡3
3 3 3
ËË Ë
¡ ¡ ¡ ¡








¡ ¡ ¡ ¡





¡ ¡ ¡ ¡




N ¡ ¡ ¡
¡ ¡ ¡ ¡




¡ ¡ ¡ ¡








¡ ¡ ¡ ¡
¡ ¡ ¡ ¡ ¡ ¡ ¡ ¡3
3 3
3




¡ ¡ ¡ ¡




¡ ¡ ¡ ¡
¡ ¡ ¡ ¡ ¡ ¡ ¡ ¡3
3 3
3






¡ ¡ ¡ ¡




¡ ¡ ¡ ¡
¡ ¡ ¡ ¡ ¡ ¡ ¡ ¡3
3 3
3
XXXX ¡ ¡ ¡ ¡ ¡ ¡
3
3





















    




















































D    













  ¡ ¡ ¡ ¡¡OO ¡¡
¡¡
¡¡¡O ¡¡¡
  ¡ ¡ ¡ ¡¡OO ¡¡
¡¡
¡¡¡O ¡¡¡











¡¡ ¡¡ ¡¡ ¡¡OO
¡¡¡OO ¡¡¡ ¡¡¡ "














  ¡¡¡¡HHHHH ¡¡ ¡¡
¡¡
¡¡¡ ¡¡¡















D   













































    




¶  S¡¡¡¡    
¡¡
Ë
¶  S¡¡¡¡ ¶






¶  S¡¡¡¡D ËËË  ¡ ¡O
¡¡
¡D ¡
¶  S¡¡¡¡D ËËË  ¡ ¡O
¡¡
¡D ¡










¶ K¡¡¡ ¡¡¡ ¡¡¡D
¡ ¡ ¡
¡¡¡DQ
cantando ¡¡¡ ¡ ¡¡ ¡¡





¡¡¡O ¡¡¡ ¡ ¡¡¡ ¡¡¡¡O ¡¡¡D
¡









54 ¶ K¡¡¡D ¡¡¡ ¡¡¡D
¡ ¡ ¡
¡¡¡Da tempoQ
¡¡¡D ¡ ¡¡D ¡¡





¡¡¡¡D ¡¡¡¡ ¡ ¡¡¡¡ ¡¡¡¡D ¡¡¡
¡¡

















60 ¶ K¡¡¡ ¡¡¡ ¡¡¡D
¡ ¡ ¡
¡¡¡a tempo
¡¡¡ ¡ ¡¡ ¡¡





¡¡¡O ¡¡¡ ¡ ¡¡D ¡ ¡¡ ¡¡¡¡O





























¡¡¡¡  ¡¡¡¡    
¡¡
Ë 












71 ¡¡¡¡  ¡¡¡¡ ¶








¡¡¡¡  ¡¡¡¡    
¡¡
ËG Q
¡¡¡¡O  ¡¡ ¡¡ ¡¡
¡¡OO ¡¡
¡¡
¡¡ ¡¡ ¡¡OO ¡¡
( dim.




¡¡ ¡¡ ¡¡OO ¡¡OO
,









































    









  ¡¡¡¡HHHHH ¡¡ ¡¡
¡¡
¡¡¡ ¡¡¡







¡¡ ¡¡ ¡¡ ¡¡ ¡¡ ¡¡
¡¡¡ ¡¡¡ ¡¡¡O




























  ¡ ¡ ¡ ¡¡OO ¡¡
¡¡
¡¡¡O ¡¡¡













¡¡ ¡¡ ¡¡ ¡¡OO
¡¡¡OO ¡¡¡ ¡¡¡ "


















103 ¡¡¡¡ ¡¡ ¡¡ ¡¡ ¡¡  ¡¡
 ¡¡¡¡¡ ¡¡¡ ¡¡¡O
¡¡
muito vivo e forte
¡¡¡¡ ¡¡ ¡¡ ¡¡ ¡¡  ¡¡
 ¡¡¡¡¡ ¡¡¡ ¡¡¡O
¡¡
acelerando e crescendo sempre
 ¡¡  ¡¡  ¡¡  ¡¡  ¡¡










 ¡¡¡¡¡ ¡¡¡ ¡¡¡ ¡¡¡
 ¡¡













¡¡ ¶    
K¡
K¡¡ ¶    
¾
PHtitH SuitH  António Fragoso





Nocturno in D-flat major 
	  
Historical Notes and Sources 
	   Fragoso finished the Nocturno in D-flat major in October 1917. He started several 
manuscripts of the Nocturno, but only two of them are complete: a pencil manuscript that 
includes very scarce dynamic and expression marks and an ink manuscript. Possibly 
because Fragoso intended to continue working on this piece by orchestrating it,109 the ink 
manuscript is meticulously written and it raises no questions regarding its text.  
 As happened with the Petite Suite, the Nocturno was published twice by Valentim 
de Carvalho Editions in “Composições Musicais – 2º Caderno.”  Perhaps because the ink 
manuscript of the Nocturno is so clear, the Valentim de Carvalho editions of this piece do 
not contain as many errors as the editions of the Petite Suite.  
 
Critical Commentary 
This edition was mainly based on the ink manuscript. The following notes provide 
an explanation for two instances in which the text from the ink manuscript was slightly 
changed. A typographical error found in the Valentim de Carvalho editions will also be 
mentioned.  
Measure 30: the Valentim de Carvalho edition has the right-hand low note on beat 
three as a C4. In both manuscripts, this note is an A3. In addition to the C not being in the 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  




manuscripts, it also does not belong to the whole-tone scale (1, 3) that is being played by 
the left hand. In the orchestral edition, in which the texture is thicker, there is a C♭110 being 
played by the second violins, but never a C♮.  
Measure 39: in both manuscripts, the second sixteenth-note of the left hand is an 
F♮. In this edition, I have written this note as an E♯ to correspond to the harmony that is 
played by the right-hand chord – an E♯ fully-diminished seventh chord. 
Measure 48: in both manuscripts, the second sixteenth-note of the left hand is an 
A♭♭. In this edition, I have written this note as a G♮ to correspond to the harmony that is 
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António Fragoso was a gifted composer, pianist, and writer. Without ever having 
studied composition, he was able to apprehend the musical language of composers he 
admired and studied as a pianist, and to apply it in his music, adding his own voice. 
Throughout his short life, he demonstrated a constant will to stay up-to-date with the music 
that was being written in other parts of Europe, and he had a strong wish to introduce these 
modern elements into Portuguese music.  
Fragoso’s music until 1914 was mainly influenced by Romantic composers, but it 
already includes some of his personal characteristics: the frequent use of half-diminished 
seventh chords and added-sixth chords; an avoidance of conclusive cadences; a preference 
for minor keys; and a nostalgic character, among others.  
It is interesting to notice how his music changed drastically even within a year, 
probably due to the fact that he moved to Lisbon in the middle of 1914, and was exposed 
to a more varied cultural scene. In the music written in 1915, we can observe the frequent 
use of planing chords, chordal skips, augmented triads, linear motion of the bass line, 
modalism, and an avoidance of functional harmonic progressions.  
In 1917, Fragoso’s music was more sophisticated in terms of form, and there is a 
strong sense of narrative behind the music that ties all of his ideas together. His inspired 
melodic lines are supported by thicker harmonies that employ seventh and ninth chords 
frequently, and there is, especially in the Nocturno in D-flat major, a successful blend of 
Romantic and modern musical languages.  
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Fragoso’s music transmits a constant feeling of longing and nostalgia, and 
frequently includes a musical translation of the sounds and landscapes of his village of 
Pocariça. Fragoso expresses a strong wish to use music as a means to communicate his 
ideas and emotions. His passion for music is also shown, in his own words, in an exquisite 
text he wrote shortly before he died titled “Music and Love:”  
Love is truly the mainstay of all the Arts, and especially of Music, which is, 
undoubtedly, the one that, among all the arts, rises higher within the limits of human 
intelligence. Music is the art that, being of divine origin, makes us ascend to the 
high ranges of the Mystery; the one that better translates the emotions of our soul 
and, therefore, better makes us understand the most extraordinary wonder which 
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Interview with Eduardo Fragoso, nephew of composer António Fragoso and 
director of the António Fragoso Association,112 which was founded in 2009 to promote 
António Fragoso’s music, writings, and life in Portugal and abroad. This interview was 
conducted on the afternoon of December 27, 2017, at Eduardo’s house in Pocariça 
(Cantanhede, Portugal). 
 
Inês Andrade: Hello, Eduardo. Thank you for receiving me in your house and agreeing to 
be interviewed for my dissertation. I would like to start by asking you when was the first 
time you heard about your uncle, António Fragoso? Do you remember it? 
 
Eduardo Fragoso: I was born in [19]48 and I had two mentors: One was a great-aunt who 
was António Fragoso's godmother. She was single and lived with us until I was 16 years 
old. Much of what I know about António, such as the stories, jokes, and some melodies, 
comes from her. For example, she used to tell us this funny story that, sometimes, António 
was shaving with his razor, his face lathered, and at one point she would hear António 
shouting, "Godmother, godmother!" And she would come (she already knew what was 
going to happen), and he would play a melody for her, only three or four notes, and ask 
her, “Do you like it godmother?” Usually, she liked it so much that she would say, "Write 
it down so you do not forget it." This lady, who accompanied me as I grew up, until my 
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adolescence, was a person who impressed me. She greatly contributed to the reputation of 
my uncle António Fragoso as a very talented Portuguese character of the beginning of the 
twentieth century.  
 
Inês: What was her name?  
 
Eduardo: Maria José Fragoso. She was the sister of my grandfather Viriato, António’s 
father. She was single, and it was a tradition during those times that if a woman was single, 
she would live with her older brother. She lived with my grandfather and then, of course, 
after the passing of both my grandparents and my father, she lived with my mother and the 
six of us. My mother had two main objectives. I really think António Fragoso would not 
exist to the world without her work. She became a widow at the age of thirty-four with six 
children. The eldest was nine years old, and the youngest was seventeen months old. As I 
said, my mother had two missions in life. Her first goal was to educate the six of us and to 
give us tools to succeed in life. And, thank God, we all finished our studies, and we all, 
some better than others, have had a very stable life, always fighting, but ... and the music 
of her brother was her second mission. She even signed a contract with Valentim de 
Carvalho (Valentim de Carvalho had established a direct contact with António Fragoso, 
and it was Valentim de Carvalho that first edited the Toadas da Minha Aldeia, the Canção 
e Dança Portuguesas and the Três Peças do Século XVIII) for them to publish the entire 
works of António Fragoso. At that time there was no technology, no scans, no photocopies, 
nothing. Therefore, my mother went with the book of the manuscripts to Valentim de 
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Carvalho. Since my grandfather was a lawyer, the first work in favor of the legacy of 
António Fragoso was his. He sewed the manuscripts together as if it were a judicial process. 
So my mother went with the book of the manuscripts to Valentim de Carvalho, in Chiado 
(Lisbon) so they could start copying them by hand. It turns out that she received a letter 
here in Pocariça saying, "Madame, the works of the copyists are ready. The two books of 
Piano Works are going to graphic production, so please come and get the book of 
manuscripts." And, in fact, I do not know how many days it took her to get there, but she 
went and picked up the manuscripts, knowing that the Piano Works were being printed. 
Only eight to ten days later, when she was already here in Pocariça, the Chiado fire 
happened. This catastrophic fire burned everything that was in the offices of Valentim de 
Carvalho, which included all the copies of Fragoso’s music. The only thing that was saved 
was the two books of Piano Works that were already printed and were in the warehouse 
outside of Lisbon, so they didn’t get burned. The book of manuscripts was saved, and the 
Piano Works were saved. Later, my mother was forced to restart her mission of editing all 
of her brother’s works. She was a fighter. She enjoyed music a lot. She liked music so 
much that she finished a piano performance diploma, but never played in public because 
the tragedy that killed her siblings, and especially António, was very vivid in her memory. 
However, since she studied music, she had the greatest wish to share her brother’s music 
with the world. My siblings and I are great friends, but we are all very different. We three 
younger siblings are very close to each other, and we were very close to our mother as well. 
One thing our mother used to do was, when she had finished dinner, she would go to her 
armchair, turn on her radio, one of those big wooden contraptions, and put on what was 
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called Channel 2 at the time, and she would teach us how to listen to music. The three of 
us learned how to listen to music because my mom gave us really good ear training lessons. 
In fact, to this day, when I turn on the radio and I hear a certain song - or when I entered a 
CD store, when they still existed - I listen to it and, very instinctively, I know what music 
is being played. I even have created a game with my sisters in which I play a piece for them 
and ask them what it is: "Now you find out what this is because mom taught us how to hear 
it." We do this to keep her (our mother) alive. She had some problems caused by the fact 
that she was not in Lisbon. She lived here in Pocariça. She lived in Lisbon for some time, 
but after her older siblings died, she stayed in Lisbon for five or six years more, and then 
she moved to Pocariça. And she fought, I would say that she fought heroically, to get the 
rest of Fragoso’s works edited. She had some success. The two volumes of piano works 
were published by Valentim de Carvalho, but she managed to have the Piano Sonata in E 
minor and the rest of the songs published by the Instituto de Alta Cultura. There were still 
copies available of the Toadas da Minha Aldeia and the Canção e Dança Portuguesas, 
which were edited by him [António Fragoso]. 
 
Inês: Do you know when were they published? 
 
Eduardo: I know that Toadas were edited in [19]17 and the other two shortly after. All 
the other works were published much later. My mother was able to publish them already 
in the 70s. There was a hiatus in which only the works for piano were played, sometimes 
someone appeared who wanted to play Fragoso’s chamber music, but it was almost 
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impossible to find scores. And those published by the Instituto de Alta Cultura were icing 
on the cake, but they had serious problems. The fact that she was not in the métier forced 
her to accept certain suggestions for the works to be edited. And, therefore, there were 
serious problems with the revision of the works. For example, with the Sonata – and that 
does not mean that a certain person was incapable, it is not that. It is because I think that a 
revision, beyond the technical problems – this is a C, it is not a D – needs the whole soul, 
the whole heart, all the emotion. The songs, on the other hand, were reviewed by Lopes 
Graça, and there was no one as good in voice and piano repertoire as he was. In fact, at the 
end of the recording we just did of all the works for voice and piano, maestro João Paulo 
Santos told me, "Eduardo, we should follow Lopes Graça’s revision. Given the fact that 
the manuscripts have disappeared, it is not possible to do a new revision.” We must not 
forget that António died with very little knowledge in composition. The composition 
flowing from him was intuitive; it was heart and soul. But I think the Sonata in E minor 
was disastrously edited. The chamber works were reviewed by Álvaro Cassuto (Suite 
Romantique), Filipe Pires (Piano Trio), and Artur Santos in collaboration with Lídia de 
Carvalho (Sonata Inacabada). They have each been reviewed by a different person, and 
some are good, some are bad, so I am waiting with great expectation that the chamber 
works are reviewed by one person only. My mother was definitely the heroine who kept 
António Fragoso alive. If she had not gotten involved in this conflict with musicians, 
editors, and composers, Fragoso would have been forgotten in 1918. After my mother died, 
in 1990, Fragoso was almost forgotten. From 1990 to 2009, when we founded the António 
Fragoso Association, Fragoso was almost not played. He was so forgotten that the DVD 
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“António Fragoso, an Anthology” has two piano pieces, two chamber music works, two 
songs and one orchestra piece. We decided on this because the Association somehow 
wanted to say aloud, "Here is Fragoso to be seen and heard." Let me go back a little now. 
My mother also had the joy of seeing two or three great homages made to António Fragoso. 
I think the most striking one was programmed by Helena Sá e Costa, in which António 
Correia de Oliveira read an elegy he wrote to António Fragoso, which is a fantastic piece 
of poetry. I have been thinking about commissioning a symphonic choral work with this 
poem. Correia de Oliveira became very close friends with António Fragoso because of the 
Canções do Sol Poente. In 1940, in Porto, at the São João Theater, I think, the homage 
organized by Helena Sá e Costa started with António Correia de Oliveira reading his own 
poem, an “Elegy to António Fragoso.” It was a beautiful manifestation of affection from a 
great friend. 
 
Inês: I also found a reference to an homage that was promoted by João de Freitas Branco 
in 1956. 
 
Eduardo: Yes. João de Freitas Branco was, perhaps, of all musicologists the one who did 
the most for the music of António Fragoso. One cannot forget his efforts because he 
produced four one-hour TV programs, which were broadcast by the national TV channel 
and entitled "Tribute to António Fragoso." It started with a lengthy interview with my 
mother, and I remember that when she came back we were all here in Pocariça. She 
explained everything she knew and felt about António's death. The program started with 
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an interview with my mother, and it continued with pianist António Toscano playing some 
of the piano pieces. Then some of the songs were performed by two women and a baritone. 
I think the baritone died very shortly after the documentary was made, and when I think 
about the songs, I still think of his male voice. Recently, I was alone in the audience at the 
concert hall of the National Conservatory in Lisbon, listening to the recording of the 
Toadas da Minha Aldeia with Carla Caramujo, Raquel Luís, and João Paulo Santos. I was 
very touched and I got goose bumps, and I started thinking, “How is it possible that a 
twelve-year old kid wrote such good music?” The Toadas da Minha Aldeia have been a bit 
underappreciated, but I think this album will help disseminate them. In fact, in his writings, 
lectures, and in the “Tribute to António Fragoso” João de Freitas Branco did a lot to 
promote Fragoso’s music, and he gave my mother precious help. He was a true friend of 
António, even if only posthumously.  
 
Inês: Do you think that this friendship had to do with the fact that his father, Luís de Freitas 
Branco, was António's teacher? 
 
Eduardo: I do not know. Everybody in the Freitas Branco family had an admiration for 
Fragoso. Pedro said once that “António Fragoso had the potential to become the best 
Portuguese composer of all times.” Luís was his composition mentor, as well as a friend 
and an admirer. The evolution that he had in composition, not in the piano, was very 
influenced by Luís de Freitas Branco. I think it is impressive that he [Fragoso] would never 
miss a concert. He was always assiduous, always attentive to all the news regarding music 
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scores. He used to go to Parceria António Maria Pereira, Livraria Ferin, and others. 
[António Fragoso] was a well-informed man, and Luís de Freitas Branco was also an enfant 
terrible in the music of the beginning of the century. In my opinion Luís de Freitas Branco 
is still little praised as a composer. He has been forgotten, but he was a fantastic man as a 
composer and as a music critic. It is good to know, for example,  that in 1921 the 
Portuguese Symphony Orchestra, conducted by Artur Fão, dedicated the second part of a 
concert in the Politeama Theater to António Fragoso. And Freitas Branco was there to 
represent both Fragoso’s masters and critics. The next day a concert review came out. It 
was written by Luís de Freitas Branco saying that in the second half of the concert he had 
heard a Dança (the only manuscript that has not yet been found), which was a piece of 
extraordinary beauty. Freitas Branco already knew the Nocturno in E-flat major well, 
because everything, every page that António wrote, he would ask his master whether it was 
good or bad. Freitas Branco supervised the composition of the Nocturno in D-flat major 
for piano and its orchestration in E-flat. 
 
Inês: Was the Dança written for orchestra or was it also orchestrated from a piano piece? 
 
Eduardo: The Dança was written for string orchestra and two harps. We know this not 
only because of that review, but also because a year before, when Fragoso was in Lisbon, 
he wrote to his father in Pocariça saying, "Dad, I'm writing a piece for orchestra. I want to 
tell you that I do not have a name for it yet, but I'm very excited about this piece. When I 
have a name for it you will be the first one to know.” His father never heard about that 
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piece again. There are no other letters to his father or to his siblings in which the piece is 
mentioned, but there is Freitas Branco’s review confirming that there was a Dança. 
Therefore, João Pedro Mendes dos Santos, Hélder Macedo Sampaio, and I have been 
running all over Portugal looking for the Dança, but our efforts have been in vain. There 
are forty-six pages removed from the book of manuscripts; it can only be the Dança! 
Recently, we found another piece. Sérgio Azevedo spent a weekend here. He asked me for 
the USB drive with all the manuscripts. He put it on his computer, and he started looking 
at the pieces with no title. They were untitled because they were inside an envelope that 
said “practice” in António's handwriting. None of us six siblings learned how to read music, 
but Sérgio, with his wisdom, found in that envelope what he thought was a complete work. 
Pages one and two were numbered and then he assembled the puzzle. He ordered all the 
pages and wrote fifteen seconds of music at the end. The final measure was missing. We 
now know that this piece is called La Ville Automne, but at that time we called it a Nocturno 
(unpublished). When we found this piece, I thought for a moment that it could be the 
Dança, but it is not a dance because it has a nocturne-like character. Later, we found out 
that in the manuscript of the Pensées Extatiques, after the second piece, there is the 
beginning of La Ville Automne, composed for piano. These first measures are the same 
ones that are in the piece for orchestra and harp. “Harp, why harp?” you must be thinking. 
Fragoso was a pianist, and he wrote a piece for harp and not for piano? I think there is a 
reason. Here in Pocariça, from the age of five to ten or eleven, Fragoso studied music with 
his uncle, a doctor who was also an amateur musician. His name was Dr. António Tovim, 
and he was married to Aunt Corina. But at the age of eleven, in order to continue his studies, 
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António moved to Porto. There he lived with his uncle from his mother's side, José de 
Oliveira Lima, who was also a medicine professor. He was a highly educated person and 
was married to a harp player, whom António loved listening to. His fascination for the 
sound of this beautiful instrument comes from there. As soon as António got to Porto, his 
uncle enrolled him in Ernesto Maia’s private studio. Let me make a parenthetical comment: 
Ernesto Maia was so important in António Fragoso’s musical growth that when António 
went to the National Conservatory later on, he finished a five-year program in a year and a 
half. This was possible because of the great pieces that he already had in his hands that he 
learned with Ernesto Maia. António played a series of concerts as a student of Ernesto 
Maia. Then we get to a part of the story where there are some nuances that have not been 
clarified. Some people say that my Uncle José de Oliveira Lima came here to Pocariça and 
said to Viriato, "Viriato, you have to allow António to follow the life he wants. Let him go 
to the Conservatory in Lisbon!" There are other people who say that it was Antonio himself 
who said, "I really just want to study music, I do not want to study economics." This doubt 
exists, and it will never be clarified. António ended up going to Lisbon, and, since he 
already had good preparation and was much more advanced than the other students who 
started the first year with him, he jump-started his life as a pianist. Besides that, he was 
always a very cultivated man, as you will see in the books and letters that he wrote. I will 
leave you with you an idea that is important. He started composing the Toadas da Minha 
Aldeia in the same week that he wrote his first short story. He had a series of short stories, 
titled Cartas a Maria,113 and other very bucolic writings, but they reveal a writing of a 
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cultured man. I am not going to say anything else in that regard, because I do not know if 
you can consider a sixteen year-old kid a cultured man, but he had a knowledge that no one 
else that age has nowadays. I recognize that he had colleagues of his level. Because they 
did not have so many distractions, there was no TV, movies, games. In fact, today, people 
get very distracted with those things.  
 
Inês: Were these Cartas a Maria just recently found or have you always known of their 
existence? 
 
Eduardo: No, the letters have always been in uncle António's old trunk. He used to go to 
the store in the building in front of ours, and they had a wrapping paper called papel de 
costaneira. Each sheet was bigger than A4 and smaller than A3, like the sheet music we 
have just talked about. He used to fold each sheet in half, separate it, and write in pencil in 
very small handwriting. We needed a graphologist, and we could not figure out a few 
words. That's how he wrote the Cartas a Maria. Maria, Maria, Maria. Maria or no Maria? 
I personally think that there was no Maria. But why? He tries to deceive those who read 
them, as you will see, since he says, "I have three Marias whom I venerate, the Virgin 
Mary, my mother Maria Isabel, and you, Maria, to whom I write these words." I think this 
is to deceive the reader because he had never had time, and he only wrote this sentence to 
leave the reader confused. I think his daily life was so busy at that time that I do not think 




Inês: Returning to the manuscripts we were talking about before, there are some copies of 
the manuscripts made by António’s father, Dr. Viriato. Do you know what led him to make 
those copies? 
 
Eduardo: There are two main reasons. I'm going to start with António's reason. At that 
time the manuscripts were mainly written in pencil because it could be erased. The pencil 
was the preferred material for the creation of musical pieces. Whenever António finished 
a piece in pencil, he wanted to make a clean copy of it, but he did this to very few pieces. 
He copied the Toadas da Minha Aldeia, for sure. For example, we know that he copied La 
Ville Automne, because the handwriting is exactly like his. However, he did not number 
the pages because something must have happened. I think that he was so eager to write 
more that he would ask someone, "Can you copy this piece while I’m writing a new one?" 
He must have been dying to write something new that he would just say, “Dad, go get some 
ink and copy this!” 
 
Inês: So you think that all the copies were made during António's life? 
 
Eduardo: Exactly. I think that my grandfather did not copy anything else after António 
died. Maybe he copied just one or another piece whose manuscript got damaged, but that 
was all. My grandfather was an educated person and he was very knowledgeable. Some 
people say that the marriage of the Lima family, of my grandmother Maria Isabel, with the 
Fragoso family was the perfect union. In fact, my grandmother and my grandfather were 
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first cousins. However, my grandfather did not know music. He could not read a score; he 
knew nothing. Only he was a perfectionist. Therefore, any time António would give him 
something to do, he would do it very well. But there is another person here in Cantanhede, 
called Negrão, who made one or two copies as well. And, sometimes, in these copies, 
whether they were made by my grandfather or other people, there are some mistakes that 
have been assumed as correct. We always thought that what was in the ink copies was 
correct. Only now these mistakes have started to be discovered. 
 
Inês: Yes, there are indeed some errors in these copies. 
 
Eduardo: Exactly, Inês. 
 
Inês: In António's own manuscripts there are some corrections in pencil that do not have 
his handwriting. Someone else made them. Do you know who it was? 
 
Eduardo: I don’t know. 
 
Inês: Could it have been at Valentim de Carvalho, when they were preparing the pieces to 
be published? 
 
Eduardo: Yes, it could have been. That is my opinion, too. It is also important to mention 
that we do not have the original manuscripts of all the chamber and orchestral works. The 
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manuscripts were used to do a copy in ink, so then they could be printed and published. 
After everything was printed, they thought the manuscripts would not be needed for 
anything else. I confess that I understand this. I am going to tell you something that I have 
never said in public before. When our mother died, some of us siblings got together one 
day, and we found hundreds of letters inside a big box. This was in that small living room, 
downstairs. We started to read one letter after the other and then, after a bit, we were all 
crying. These were letters of condolences for the passing of António and three of his 
siblings, two cousins, my aunt. And we committed a sacrilege; that's the word. We did not 
have the courage to continue reading them, so we threw them to the fire. We burned 
everything. There were fantastic letters in there. António’s death was highly felt by his 
friends and everybody else from that generation. I know that, today, when I speak about 
this (and I think it’s important that I am speaking about this publicly for the first time), I 
understand that we lost a very important source to learn how António and my other relatives 
were seen at that time. You know, my aunt Isabel played the cello; my aunt Maria do Céu 
played the violin. My grandfather played four instruments by ear; he listened to the music 
and immediately reproduced it. It was with this in mind that we programmed a concert 
called “Open Windows” for the “António Fragoso, In Memoriam” series we are organizing 
for 2018, António’s centenary. During António’s time, in the summer, a group of artists 
would join together here right after dinner. They would open the windows because it was 
hot. They would then start playing, and everybody from the village would come to the 
street to listen to them because the windows were open. I decided to program a similar 
event for summer 2018. The reconstitution of these concerts is an attempt to alleviate this 
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pain I have today for not having had the courage to read those letters, together with my 
siblings. We were young, relatively young, and at that time we found ourselves in the role 
of grandfather Viriato and grandmother Maria Isabel. My aunt Maria Jose used to say that 
since the death of her children, my grandmother completely “shut down.” She used to wear 
black from head to toe. She would say good morning to people, but nothing else, and she 
would spend the day knitting and stitching. That lady was alive, and she was sane, but at 
the same time she was dead.  
 
Inês: And besides the documents that have been lost, what is it still known about António’s 
friends and Conservatory colleagues? Some of them even came here to Pocariça to present 
concerts. 
 
Eduardo: He was a friendly person and was very faithful and loyal to his friends. 
According to my aunt, he was truly joyful and extremely happy when he was with his group 
of friends, which contradicts with the sad and nostalgic character of his music. In fact, the 
last letter he wrote was about a Desfolhada (a village celebration) here in Pocariça. In this 
letter you can feel the joy of this festivity. He was really friends with his friends, so much 
that once, in Lisbon, he promoted a concert to raise money for Fernando Cabral to have a 
new violin. 
 




Eduardo: Exactly. And the last concert he [António Fragoso] performed was in [19]18 
with Fernando Cabral, who was also here at the Curia house, which at that time was a hot 
springs resort where everyone from high society used to go. The only two tickets that were 
not sold for that concert are in the library at the University of Coimbra. There is a stunning 
phenomenon with Fragoso’s music: despite its sad, longing song, and nostalgic character, 
there is no one who hears it for the first time and does not get attracted to it. And what 
proves this theory is that in the “open window concerts” Fragoso used to do in the summer 
in Pocariça, people would pass by once and, as they listened to the music, they would come 
back with a chair so they could sit for the performance. They would fill the entire street 
under the window. It was not that they played only Fragoso’s music. They played other 
things, too, such as Chopin, et cetera. 
 
Inês: And who used to come with him? Which friends did he bring here with him? 
 
Eduardo: In the last summer Fernando Cabral, Fernando Botelho Leitão, and Lourenço 
Varela Cid came, and I think Francine Benoît as well, although she did not stay as long as 
the other ones. Francine Benoît was at the Schola Cantorum at that time, and there was an 
extensive exchange of letters between António and Francine. This convinced António to 
apply to study there as well. Eight days after he died, he was going to the Schola Cantorum 
to study with Vincent D'Indy and, although it is not written anywhere, with Fauré as well, 
who was the director of the Schola Cantorum. These were the ones who came here in 
[19]18, but António always brought people during the summer, all his friends from Lisbon. 
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They were here almost a month, at least in July, and sometimes in August. People would 
come and go, but he always had friends around. My siblings and I followed this tradition, 
too. My mother was a widow, she had six children, and we lived with some difficulties, 
but she never refused to let us bring seven or eight friends here. Sometimes we would all 
get together and come home at 4:30 pm, and my mother would say, "Maria, go get a 
hundred pieces of bread for these kids!" He [António] was the one who started these 
gatherings of friends. There are letters in which you can see who were his friends; Varela 
Cid, Fernando Botelho Leitão and Fernando Cabral were omnipresent. I do not know how 
they influenced each other, but I know that, in fact, Fernando Cabral got a better violin than 
the one he had. He [António] was upset. Not that he wanted a Stradivarius, but he thought 
Fernando Cabral deserved an even better violin. However, shortly after, Fernando Cabral 
began studying orchestral conducting, and therefore the violin’s story ends there. António 
and his friends used to have a lot of fun together, they used to walk all the way until 
Cantanhede. We used to do that too, when we were young. There are reports of tours to 
Coimbra to see an exhibition of the national treasure. However, they really occupied their 
time with music, mostly.  
 
Inês: When and why did you decide to found the António Fragoso Association? 
 
Eduardo: The Association... I usually say that we were slapped three times, and after the 
third one we woke up! The first slap was rather unexpected, it was Miguel Henriques’s 
album in [19]95 or 96. It was really a wake-up call. We thought, “there is a CD with our 
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uncle’s music! Someone thinks his music is good, we should follow it up.” Then there is a 
hiatus, but during that time we established a contact with Miguel. He came to my house, 
met my siblings, and then went to Isabel's house as well. This connection we established 
with Miguel was very important to all of us.  
 
Ines: How did he have access to Fragoso's music, do you know?  
 
Eduardo: I actually don’t know. That is a question I never asked him. I know that when 
he recorded the CD, he thought he was playing all of Fragoso’s piano music. He recorded 
the pieces that were published in the two Cadernos de Piano.  
 
Inês: The ones published by Valentim de Carvalho.  
 
Eduardo: Yes. Those books were still available for sale at the time, I still bought a few. 
At that time, I was also able to find the Nocturne in E-flat major for orchestra, which was 
published by Fundação Gulbenkian, reviewed by Croner de Vasconcelos. I still bought a 
few of those, too. I guess Miguel had access to those two books of piano works, only. 
 
Inês: The CD also includes the pieces that were published during António’s life, and then 




Eduardo: Yes, yes… The Sonata was published separately, exactly. This edition is now 
completely sold out, and it needs to be revised. Then, in 2006, we were asked to go to the 
Cantanhede City Council because one of the candidates for mayor wanted to include an 
homage to António Fragoso for his 90th anniversary, which would be in 2008, in his 
political program. He wanted to issue a second edition of Leonardo Jorge's book Um génio 
feito saudade. I said to him, "You can publish this book. I think it is a great idea, but I do 
not want you to change anything in it, not even a single comma or a spelling. This book 
had its time. It was published on the 50th anniversary of Fragoso’s death, in [19]68, and it 
should be left as is.” I was a publisher for many years, and I've always been, in some way, 
connected to books. 
 
Isabel: I am sorry to interrupt. I'm very pleased to meet you! 
 
Eduardo: This is my sister Isabel, of whom I have spoken so badly a while ago. (laughs) 
 
Inês: (laughs) It is very nice to meet you! 
 
Eduardo: This is Inês Andrade, the pianist I told you about, who is writing a dissertation 
about our uncle António. 
 




Inês: Yes, I am going back to Boston tomorrow. 
 
Isabel: And how is the work on Fragoso going?  
 
Inês: It is going well, thank you! I am planning to finish it in April.  
 
Isabel: That's good! Well done! 
 
Eduardo: Yes! We are doing an interview for her dissertation. Where was I…? 
 
Inês: You were saying you didn’t want them to change a single comma.   
 
Eduardo: Yes, but I told them they could add an afterword about his music to the new 
edition. [to Isabel] I'm telling Inês why we founded the António Fragoso Association. 
Miguel Henriques was her piano teacher, in Lisbon! Professor João Moura, the mayor of 
Cantanhede, asked us to publish the new pieces we had found. At that time, most of the 
unpublished works were found by this lady [Isabel] inside of uncle António's old trunk.  
 
Isabel: My mother used to say, "This is inside your uncle’s trunk. Oh that is also inside 
your uncle’s trunk.” My mother died, and I kept thinking, "My goodness, we have no idea 




Eduardo: She spent a month in the summer to organize everything that was in there. 
 
Isabel: Yes, it was a total mess, you have no idea! So I tried to minimally organize all of 
the documents. I separated the piano pieces from the chamber pieces and the songs.  
 
Eduardo: She was the first person to do that work. 
 
Ines: Were the letters there too? 
 
Eduardo: Yes, the letters were wrapped all together. 
 
Isabel: They were wrapped and separated from everything else. We also found many 
programs from concerts he attended, homages, and other things.  
 




Isabel: Everything is in Coimbra now. 
 




Inês: Do you have a scan of them? 
 
Eduardo: I don’t know if your husband has any, Isabel. 
 
Isabel: I do not know, I can ask. 
 
Inês: I would love to see them! 
 
Isabel: It's a lot, a lot of stuff. 
 
Eduardo: My grandfather [António’s father], who still lived until [19]45, wrote a family 
book that is mostly about António, you see? This book is in the possession of my older 
brother, but he cannot find it, he has been looking for it with no success.  
 
Isabel: He lost my father’s family book, and then he took the family book from my 
mother's side, and we're very suspicious that he lost it, too. 
 
Eduardo: It's really lost. We have already asked so many times… 
 




Eduardo: No, he took this book before we founded the Association. My brother-in-law is 
a computer engineer, and he has been scanning the documents for the Association. I doubt 
this one is scanned, because my brother took it from here a long time ago. 
 
Isabel: Yes, our mother was still alive. 
 
Inês: I have found a reference to a book by Viriato Fragoso called "A Freguesia da Pocariça 
do Concelho de Cantanhede," published in 1939. Is this the book you are talking about? 
 
Isabel: No, that’s another one. 
 
Inês: Does this one still exist? 
 
Isabel: It does, and it was republished recently.  
 
Eduardo: So, Professor João Moura then agreed to do the second edition of the book [Um 
Génio Feito Saudade] with our conditions, but he did not know any musicologists to write 
the afterword. Paulo Ferreira de Castro came to my mind. I went directly to CESEM,114 
where he worked, and challenged him to write it. We shared phone numbers and made 
phone calls to find out how much we would pay him and to get to an agreement. Then, 
Paulo Ferreira de Castro called me to say that he wanted to spend a week here, in Pocariça, 
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in June, to dive into uncle António’s trunk and start to see what was in there. During the 
eight days he was here, he followed the same schedule religiously. At nine o'clock he was 
sitting at that round table where he had his computer; at noon he would come down stairs 
to chat with us a little and have lunch; and then he would go for a short walk. He would be 
back at 2:30 pm, at the latest, and he would work again until 7:00 pm. Then he would go 
for another short walk before dinner, which would happen at 8:00 pm. At 9:00 pm he would 
be in bed. Eight straight days. On Sunday I drove him to Coimbra. I could not make him 
say anything, not even a word, and I said to myself, "You have nothing good!" Three days 
after he left, he called and told me, "I just talked to Rui Nery and I proposed him to organize 
an international colloquium on António Fragoso. If the family does not object, I will 
propose to the mayor that the money he had for my afterword be applied towards the 
colloquium.” We spoke with Culturgest, and the colloquium happened there on October 
21st. In fact, Carlo Caballero’s opinion about Fragoso’s music really struck us. 
 
Inês: How did you connect with Carlo Caballero? He is a professor at the University of 
Colorado Boulder in the United States. How did you find him? 
 
Eduardo: It was Paulo Ferreira de Castro who contacted him. And it was Paulo Ferreira 
de Castro who, at his request [Carlo Caballero], sent him copies of all the scores. Paulo 
Ferreira de Castro decided that he would do the first presentation, and then Carlo Caballero 
would speak. Carlo Caballero is a specialist in French impressionism, so he presented a 
talk titled "From Fauré to Fragoso." His lecture was a "bomb" because at that time everyone 
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said that Fragoso was a Portuguese impressionist. However, he finished the conference 
saying that Fragoso is Fragoso; he has influences from one or the other, but he has his 
unique style. Therefore, it was Miguel Henriques with the CD, João Moura with the second 
edition of the book, and then the colloquium. After the colloquium we felt obliged to 
continue doing even more for António Fragoso. And so we founded the Association. It’s a 
non-profit organization. At that time none of us thought about living here in Pocariça, we 
were all in Lisbon. I was then elected president, and my sister Isabel was elected vice 
president. And it is the two of us who keep all this together.  
 
Inês: And your sister ended up moving here, too, right? 
 
Eduardo: My sister lives here, and she is now the director of the St. José School115 in 
Coimbra. She commutes every day. I accepted to be the president of the Association to try 
to make up for the time we have lost. To me, this means to make Fragoso known. And so 
it was, or it has been. It has been a great pleasure, and I think that we are still just starting. 
Although I recognize that the António Fragoso Association often attempts more than what 
we can handle, especially for our lack of financial means, I think it has been fruitful work. 
In these eight years, almost nine, Fragoso has been played more and studied more as a 
musician and as a great man than ever. As I said before, we are still just starting because it 
will be fundamental to have all of his scores published and available. We have determined 
– I do not know if I told you – that these celebrations of the centenary in memory of António 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
115 Colégio de São José. 
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Fragoso had no reason to be if we had not previously or concomitantly tried to make his 
legacy available to future generations, which includes not only the revision of his music, 
but also the recordings of all his works, letters and stories, which are still totally unknown 
to almost everybody. I originally said, "Oh, his music will not grab people’s attention… 
This is going to be a terrible fight, because his music is so nostalgic.” I was completely 
mistaken. I have had experiences of people who had never heard of Fragoso and reacted 
according to Fernando Pessoa, who once said, "First it amazes you, then it gets into your 
veins."116 Fragoso's music is very much like that, but it has nothing to do with Fernando 
Pessoa, only perhaps in terms of cultural identity. Fragoso has this dichotomy of being very 
cheerful and very nostalgic in his music, but Fernando Pessoa was depressed all day, even 
though he was a genius. You know, each time I think more and more about how far he 
would have gone if he had lived twenty or thirty years or more. I adopted the motto of 
Pedro de Freitas Branco, who said that “Fragoso had the talent and the means to become 
the greatest Portuguese composer of all time.” I think so, too, and when, four years ago,  I 
started a process of extending his music, asking living composers to transcribe and 
orchestrate some of his music, they all accepted. There was no need to ask them twice to 
do it. As much as possible, as Fragosean music it is not from Fragoso, it is Fragosean and 
the influence is very evident. Monumento XXI117 by Rui Pedro Teixeira is fantastic. It is 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
116 Primeiro estranha-se, depois entranha-se. 
117 Monumento XXI is a multi-movement work written by composer Rui Pedro Teixeira, in 
2017. It is scored for orchestra and piano, and is strongly inspired by some of Fragoso’s 
piano pieces. Monumento XXI was premiered at the inaugural concert of the “António 
Fragoso, In Memoriam” series, which took place in Figueira da Foz (Portugal), on October 
21, 2017. Commissioned by the António Fragoso Association, the piece was performed by 
the Orquestra do Atlântico, conductor Artur Pinho Maria, and pianist Manuel Araújo. 	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one of the most masterful contemporary pieces that I have heard. I know that Rui created 
that composition with much effort. He said that it would have been a lot easier if it was just 
another piece written by him, but the idea was that this piece would be based on Fragoso’s 
music. Vasco Mendonça also made a fantastic orchestration of the Nocturno in B-flat 
minor. I think that no orchestra has played it as it should be yet. The same thing happened 
with La Ville Automne, but that one is even tougher. Very soon, the Suite Romântica, which 
is a tremendously beautiful piece from his Romantic period, will also be orchestrated for 
violin and orchestra. I have also been asked to arrange the Três Peças do Século XVIII for 
violin and piano and the Sonata Inacabada for violin and orchestra. However, before those 
two pieces, I want to have the Suite Romântica finished. I think that those twelve minutes 
of the Sonata Inacabada are the most mature he wrote; therefore, I will leave it to the end. 
All these experiences have gotten me to know someone who happens to be from my family, 
who is a genius of the Portuguese culture of the beginning of the twentieth century, and we 
will do everything we can to make him more and more known worldwide. Your dissertation 
will help a lot! 
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